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“A nation’s language, so we are often told, reflects its culture, psyche, and modes of 
thought. Peoples in tropical climes are so laid-back it’s no wonder they let most of their 
consonants fall by the wayside.”  
 










In the forming of this thesis I sought to combine many of my passions: classical 
and modern Greece, language, linguistics, color and color theory, and literature. I hope it 
will shed some light on both the work that has been done on ancient Greek color theory 
and how much needs to be done on Modern Greek studies. I was truly impressed by the 
work done by both the translators I studied for this project. I realized part way through 
that it would be far more interesting to also include a Katharevousa (an artificially 
composed language meant to incorporate elements of both ancient and Modern Greek) 
translation, in addition to Modern Greek, as a “compromise” between the two languages, 
to see how the makers of a hybrid language bridged the gap between ancient and modern 
language.  
When we consider the language that was used in Homer’s time and how we read 
it and understand it today, the fact that it is followed by an enormous body of work (much 
of which is lost to us) is often forgotten. From the 8th century B.C. when the Homeric 
bards were composing, to the time of Plato even (roughly 420s B.C.-348/7 B.C.) was a 
span of hundreds of years. We must make allowances for word changes over time, thus 
comparing Classical Greece with his contemporaries and not with later writers such as 
Sophocles, for their word choices may have sounded radically different in context, and in 
language itself, than it did for Homer. Looking specifically at the Iliad, the other Homeric 
epic left to us, the Homeric Hymns, and occasionally Hesiod’s Theogony and Works and 
Days, we can best compare color terms across works. Homer and Hesiod are both 
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considered Archaic poets (composing in the eighth century B.C.), though their exact 
dates are uncertain.1 As for the Homeric Hymns, ancient Greek writers proposed several 
authors including Homer himself, Pamphos, and Cynaethus of Chios. Today, the works 
collectively are accepted as anonymous, with the supposed date of their creation posed at 
around the seventh to sixth century B.C.2 I will also explore some later authors, such as 
Euripides and Thucydides, to better explore how the terms took on different meanings or 
stayed the same over time. 
Because it was inorganically composed, Katharevousa serves as an interesting 
bridge between the ancient and Modern Greek languages. Katharevousa arose in the 19th 
century in an attempt to “purify” Greece’s demotic language of foreign elements and to 
incorporate and glorify ancient Greek roots and classical inflection. Greece was liberated 
from the Turks in 1828, and with her liberation, the Katharevousa movement began to 
grow. By the 1880s, Demotic Greek, the common vernacular language, had become the 
more popular mode of literary expression, though, much to their dismay, schoolchildren 
were still forced to learn Katharevousa until much later. Supporters of Katharevousa 
claimed that it “is the superior language in that it is much more systematic, richer in 
vocabulary, especially in cultural and technical terms, and represents more accurately the 
language of the educated Greeks.”3 Many Katharevousa elements were incorporated into 
Demotic, and today the two varieties have merged to form Standard Modern Greek, 
known in Greek as Koini Neoelliniki. Though it is now considered dead (and still 
despised by many older Greeks the way we now dread writing in cursive), Katharevousa 
serves as an interesting study on the development of the Modern Greek language. With 
                                                 
1
 Henderson, “Timeline.” 
2
 Atsma, “Homeric Hymns.” 
3
 Warburton, 1980, 46. 
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regard to color terminology, it emphasize how much has remained the same throughout 
many years of linguistic development and change. 
Modern Greek, though more grammatically simplistic than both ancient Greek 
and Katharevousa, has a profound beauty in and of itself. I began learning Modern Greek 
over a year ago when I arrived in Athens. I was struck by the language, and was thrilled 
with my almost entirely oral experience with it. Though I arrived in Greece with romantic 
thoughts about walking the same roads as my classical heroes, I became more interested 
in the people who were still alive with whom I could actually speak. Looking at modern 
translators in an ancient Greek context has allowed me to continue my studies of Modern 
Greek while exploring it through a classical lens. 
My aim is to explore these three versions, the ancient Greek, Katharevousa, and 
Modern Greek, through the context of color terminology. I will closley study four color 
terms: red (ερυθρός), black/dark (µέλας), white/bright (λευκός), and dark blue/dark 
(κυανεός) and their specific functions within the Odyssey. Each of these terms has an 
arresting aspect to it from the ancient standpoint—strange objects they describe, a 
surprising lack of occurrence, discrepancies about its meaning—and in many cases, 
deserve special focus within their modern translations. As Mark Bradley, a prominent 
scholar within the field of ancient color, says, “One thing is clear, though: translations of 
Greek and Latin colours are never quite going to be able to capture the precise sense of 
the original descriptions, because colours formulated in that way just don't make sense in 
our repertoire.”4 With the understanding that ancient Greek color terms do not operate the 
way that ours do, I will argue that translators in modern Greek languages, such as 
Katharevousa and Modern Greek, work to reconcile twenty-first century sensibilities of 
                                                 
4
 Bradley, per litt. 
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color understanding both through direct translation and their own descriptive phrases. 
Often, modern readers struggle to understand why Homeric colors feel so foreign—as it 
would seem that colors are both universal and timeless. To respond to this dissonance, 
translators will sometimes change the colors from what the actual ancient text says to 
something more immediately recognizable to a modern reader. Other times, they will 
translate it directly, add a footnote, or simply ignore the issue and leave the reader to 
flounder. Whatever course of action they choose, it is almost always intentional, with 
many avenues for exploration and discussion. This thesis examines the linguistic and 
cultural connections between ancient and Modern Greek. Though many will argue that 
it’s a changed nation, that it’s a poor nation, in some ways, modern Greece is our best 
viewpoint of ancient Greece.  
It should be noted that the Katharevousa translation I used ends at Rhapsode Φ 
(Book 21), and so the data is not as complete as I would like it to be. All charts and 
references to the full spectrum of color terms, in the Katharevousa translation, reflect this 
in each occurrence or mention, lest the reader forget that the two do not match up 
perfectly (i.e., there will be more terms examined overall for the Modern Greek as I was 
able to catalogue more of them). Second, in an attempt to clarify a confusing number of 
dialects of one language body, I have put all ancient Greek terms into italics. 
Katharevousa and Modern Greek are in normal font. Additionally, I often refer to both 
Katharevousa and Modern Greek as “modern Greek languages.” This distinction is 
marked by the uncapitalized “m” in “modern” as opposed to “Modern Greek.” Finally, 
wherever Book and line numbers appear (for example, 9.45), they refer to the text of the 
Odyssey. Any other ancient works that are cited will have an accompanying source. 
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Part I 
Red: Ερυθρός and Κόκκινος 
 
Ancient Greek  
 
 
Homer’s seemingly bizarre use of color has long confused Homeric scholars. 
Fear-choked men with green faces, sheep the same color as iron and violets, and most 
famously, the wine-dark sea, have become serious sources of contention and confusion. 
The color associations that have come down from Homer and infiltrated the writings of 
authors who continued to use these strange terms, such as Euripides and Herodotus, strike 
modern readers because of how unfit they seem on an individual basis. Stranger too, is 
when two objects of seemingly different color are described by the same term, logically 
then, implying that the two are the same color. Attempting to reconcile this linguistic 
twist of the Transitive Property has been a linchpin of the classical color debate. Guy 
Deutscher, in his book Through the Language Glass: Why the World Looks Different in 
Other Languages, calls attention to the similarly colored objects that scholar Sir William 
Gladstone noticed. Deutscher points to the fact that, aside from the sea, the only other 
things Homer describes as “wine dark” are oxen. Additionally, Homer’s phrase οἴνοψ 
πόντος has been translated as the “violet sea,” the “purple ocean,” and the “violet-colored 
deep.” Homer uses the same exact word to describe the sheep in the cave of the Cyclops 
as “beautiful and large, with thick violet wool.” 
Our modern sensibilities (and mathematical properties) tell us that if a = b, and b 
= c, then a = c. Should not the seas and sheep be the same color, if they are both 
described by the same word for color? Then should not one epithet, the wine-darkness of 
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the sea also apply to sheep? Why then can we not have wine-dark sheep? This approach, 
however attractive, cannot account for the complexities of language. Deutscher guesses 
that Homer was referring to black sheep as opposed to white ones, and it may be granted 
that “black sheep” are not really black but actually very dark brown. In the Iliad, violet is 
even used to describe iron. The one similarity between the physical objects that all share 
the same descriptor is that they are not one stagnant color. Sheep wool can vary as much 
as the color of the sea can in different light. Pair that with humans’ fluid understanding 
and perception of color across modern and ancient peoples, and there are several 
explanations and interpretations of Homer’s unique color usage. 
Several prominent ideas about the nature of color exist, and how color is 
perceived, and modern studies have produced some interesting results. In an article 
featured in Scientific American, Melody Dye, a scientist and writer who works with the 
Cognition, Language & Learning Lab at Stanford University, examines the gap of color 
understanding over not just different cultures, but different languages. 
…color categories are not universal across human cultures. Different languages 
vary both in the number of basic color distinctions they make (ranging anywhere 
from two to over twenty) and in the ways they draw those distinctions on the 
spectrum. Comparing how Himba speakers and English speakers distinguish 
colors on a map is a bit like comparing how Democrats and Republicans might 
gerrymander the same district: there’s just not much overlap. In Himba, a northern 
Namibian dialect, the color “zoozu,” cuts straight across what we would think of 
as black, green, blue and purple, while “serandu” encompasses much of pink, 
purple and red. Even in languages with highly similar color vocabularies, a given 
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color won’t necessarily pick out the exact same set of hues in one language as it 
does in the other.5 
As Dye points out, even individuals from similar cultures, but who speak different 
languages, will have different understandings and perceptions of color. Keeping this in 
mind, we can begin to imagine how color categories could be grouped—especially by an 
ancient culture—into categories that we do not necessarily understand or that we would 
not do ourselves as 21st century Americans. 
With so many different schools of thought (biological, linguistic, psychological, 
etc.) weighing in on the color debate, throwing ancient accounts of color into the mix 
certainly complicates things. On the biological front, however, it is a little more black and 
white. Human color vision has been stable for some time. A recent study published by 
PLOS Genetics successfully mapped the evolutionary pathways of human color vision—
going back over 90 million years. According to the study, “By around 30 million years 
ago, our ancestors had evolved four classes of opsin genes, giving them the ability to see 
the full-color spectrum of visible light, except for UV.”6 That means that the ancient 
Greeks had the same color vision capabilities as we do today, a point that overthrows an 
already outdated speculation as to whether or not the ancient Greeks were all colorblind.7 
The ancient Greek word for what we now call red was ερυθρός, a more basic 
color term than the other three I will examine. Ερυθρός did not contain the complexities 
                                                 
5
 Dye, 2015. 
6
 Clark, 2014. 
7
 William Ewart Gladstone, a trained classicist and four-time British Prime minister wrote Studies on 
Homer and the Homeric Age (1858), in which he examined Homer’s color usage. He concluded that the 
ancient Greeks had been, for the most part, colorblind. His studies, though incorrect, opened the door to 
linguistic discussions on cultural color acquisition. Lazarus Geiger, a nineteenth-century 
philosopher/philologist expanded on Gladstone’s ideas, eventually coming up with a universal order of 
color term acquisition, which he determined by studying color terminology used in ancient texts. For more 
information, see Geiger, 1880. 
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of color depth that many of the other Homeric terms did, such as the dichotomy of black 
and dark, which I will discuss in the second chapter. Red does not seem to have had a 
deeper meaning beyond the color it referenced, which is perhaps why it is featured so 
infrequently in the Odyssey. The wider context of the Homeric world helps explain our 
working definiton of ερυθρός. Ερυθρός appears twice in the Homeric Hymns, both in a 
similar context as the instances found in the Odyssey. In the second hymn, οἴνον 
ἴρυθρόν, “red wine,”8 is mentioned, as is νέκταρ ἴρυθρόν, “red nectar.”9 These are the 
only two nouns paired with ερυθρός in the Odyssey. In the Iliad, ερυθρός also describes 
χαλκός, or “copper.” In Herodotus’s Histories, written around 500 B.C. (a much later 
work, but worthwhile to note that the Homeric formula is still in use) it describes “a ship 
painted vermilion,” and pomegranate seeds.10  
In the eight instances ερυθρός appears within the body of the Odyssey, seven refer 
to wine. Sometimes the wine is “honey-sweet” and other times it is sent for to “satisfy the 
hearts of men,” but it is almost always present in the type-scenes of eating. Ερυθρός  is an 
easier Homeric color term to analyze as it is almost always used in the same way. We 
come to expect it from our bards, our poetry builders. As we will see in the chapter on 
µελάς, wine is also often described as black or dark. This would not be half as interesting 
if it were not for one of the most common and well-known phrases from antiquity: that of 
the wine-dark sea. Homer’s οἴνοψ πόντον has been the subject of fascination among 
Hellenists for centuries, sparking articles and theories that range from entirely plausible 
to somewhat ridiculous. For this study in particular, it is interesting to consider that the 
                                                 
8
 Homeric Hymn. 2.208. 
9
 Homeric Hymn. 5.206. 
10
 Herodotus, Histories. 2.12.3 and 3.57.4.  
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ancient Greeks may have shared a cross-over of language, wherein multiple colors shared 
certain characteristics as we do not tend to think of them today.11 
If the sea can be likened to wine, which is also described as dark, we can start to 
understand how ερυθρός can be used and understood interchangeably with the word for 
black/dark. It is then a small jump from thinking that the same equation can work 
backwards. If the sea can be wine-dark, and wine is often described as both dark and red, 
is it so radical to think the sea can be understood within the context of a reddish (i.e., 
dark) color, the color of wine? 
Scholars have long been wrestling with Homer’s romantic phrase, and several 
have come up with some theories of varying plausibility. One research chemist, Doctor 
Robert Wright, and a retired Classics professor, Doctor Robert Cattley, came up with a 
chemical explanation in a letter to Nature, a British science journal: 
It is known that the wine was not usually taken pure but only after being diluted 
with as much as six or even eight parts of water. The geology of the Peloponnesus 
includes large formations of marble and limestone, so that the ground water must 
have been alkaline, and where it was sufficiently alkaline it would have raised the 
pH enough to change the colour of the wine from red to blue.12 
In a swift response, Doctor Rutherford-Dyer submitted his rebuttal to Wright and 
Cattley’s claim to the same journal: 
Recently I watched the sea at the mouth of the Damariscotta River, Maine, one 
evening as the sky was filled with the ash cloud from a volcanic eruption on the 
other coast of the United States. The ash cloud formed an unusually vivid sunset, 
                                                 
11
 Dye points this out in her example of the Himba language, where black, green, blue and purple are 
encompassed into one color term. 
12
 Wright and Cattley, 1983, 568. 
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reflected in the outgoing tide of the dark estuary. The rich blackish red and oily 
texture of the water were almost identical to Mavrodaphni [a sweet wine produced 
from black grapes]. I realized I was looking at precisely that sea at which 
Homer’s Achilles looks ἴδἴν ἴπἴ οἴνοπα πόντον (Il.23.143). Setting aside the 
romantic notion that the phrase reflected oral memory of great eruptions such as 
that of Thera, I began to ask of the Homeric texts whether the phrase referred to 
particularly dark-red sunsets and was thus intended to convey information about 
time and weather. As a parallel we have the English saw, ‘Red at night, 
shepherd’s delight; red in the morning, shepherd’s warning’.13 
While certainly interesting, and somewhat scientifically supported,14 both of these 
explanations seem very specific, yet somewhat changeable based on certain, local 
conditions. Homer’s use of the phrase οἴνοψ πόντον is so frequent that it does not seem 
as if it were up to debate. Even in modern English, a language so subject to written 
scrutiny, we still accept the use of what, in ancient poetry, are known as epithets or 
formulaic phrases. Today, they are also known as clichés. In English, someone can use 
the phrase “a waste of time” knowing full well that it it is highly unoriginal, and yet, in 
colloquial speech, it has become so commonplace that we gloss over its literal meaning to 
arrive at its metaphorical one. 
Mark Bradley, associate professor of Ancient History at the University of 
Nottingham, has a much more sense-focused theory, one that he explores in a chapter he 
wrote for Synaesthesia and the Ancient Senses. Bradley discusses the occurrences of 
“wine dark sea, and how they frequently come after tragedy strikes in the epic tale. 
                                                 
13
 Rutherford-Dyer, 1989. 
14
 The Purkinje Phenomenon, the apparent darkness of red objects and the lightness of blue objects at dusk 
and dawn, helps explain Ruherford-Dyer’s interesting experience. For more information, see Kazdin, 2000. 
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Bradley emphasizes the relationship between the descriptor and the object being 
described as a way into the ancient Greeks’ mindset about color: “The idea is that the sea 
is dangerous, it’s captivating, it’s intoxicating, just like wine…It’s much more than just 
the colour, it’s more about what the object-metaphor is encouraging us to think about.”15 
Bradley’s linguistic-sensory approach, I believe, hits closer to the mark about how the 
ancient Greeks understood color concepts.   
With the help of Bradley’s theory, one central question can be better explored. 
For a culture with such basic color-terms, why would ερυθρός not have been used to 
describe the sea, instead of a more poetic phrase? Another famous red-hued epithet is 
Homer’s so-called “rosy-fingered Dawn,” ἴοδοδάκτυλος ἴώς. Both the wine-dark sea 
and rosy-fingered Dawn are closely connected to “red,” so why not use ερυθρός, or some 
form of it? Formulaic structure and metered concerns? Those are definitely part of it. It 
was not because ερυθρός was so frequently used. Perhaps the other part of the equation is 
that the color vocabulary of the ancient Greeks encompassed textures, depths of hue, and 
physical objects in a way that ours does not—possibly because we have coined so many 
additional named hues such as coral, scarlet, blood-red, magenta, that we no longer need 
to incorporate outside, sensory input  to impress our point about a certain color. Bradley, 
in referring to the research of Michael Clarke in his work “The Semantics of Colour in 
the Early Greek Word Hoard,”16 looks carefully at the scenes where the sea is referred to 
as wine-dark: “Achilles is intoxicated with grief and revenge; Odysseus is ship-wrecked 
                                                 
15
  Directly from a radio piece, “Were the ancient Greeks and Romans colour blind?” The Body Sphere, on 
ABC Radio National (an Australian broadcasting company) as pulled from Synaesthesia and the Ancient 
Senses. 
16
 Clarke argued that ancient color experiences (visual) all had an underlying linguistic prototype that tied 
to a physical sensation. The visual experience of seeing green then, would have a “fecund, oozing vitality” 
to it, thus dew, plants, river water, tears, and even cheese could be described as green. In this way, Clarke 
categorized oinops (wine-dark) as being “frenzied/Dionysiac.” Butler and Purves, 130. 
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in waters that are as deep, intense, and treacherous as wine (and that might, at certain 
times of day, share similar wavelengths).”17 
Bradley’s theory, that a table may not be brown but wood-colored, that a sea 
could be like wine because it is dangerous, rolling, and unpredictable (not only because 
of its color) harks to what he calls an “object-centered experience,” and is central to 
understanding how the ancients viewed color. It explains exactly why wine-dark sheep 
could not be possible, because sheep do not share the characteristics of wine the way that 
the sea does. The translators of both the Katharevousa and Modern Greek versions of the 
Odyssey wrestle with how to address color in their own translations. In some instances, it 
seems that these translators are working to express color in a way more reminiscent of an 
object-centered experience—working with seemingly odd color terms and descriptions—
and at other times expressing a brown table simply as brown. 
 
 
Katharevousa and Modern Greek 
 
 
The modern Greek translators make some interesting choices when translating 
ερυθρός. One of the main distinctions that arise when comparing ancient and modern 
versions of the same text is how many more words we have for colors now. Crayola 
produces boxes of crayons of 120 different standard colors; that is excluding any 
specialty colors. Lipsticks and nail polishes exist in countless shades of the same basic 
color—hues, they’re called, “New Colors for Fall!” Cosmo announces. Where did we get 
all these “new” colors from? They did not suddenly spring into existence. These nuances 
have always existed, though perhaps they were more dependent on the kind of light 
                                                 
17
 Butler and Purves, 2013, 127-140.  
 17
playing on a flower petal than Crayola. Physical objects do not emit their own light, but 
absorb particular wavelengths of light from a light-emitting source, and unabsorbed 
wavelengths are reflected off their surfaces.18 The main outdoor light source, the sun, has 
not changed since the ancient Greeks were living, and the majority of people tend to 
agree on an observed color because the cones, the receptors in our brains responsible for 
daytime vision and discerning sharpness, and neural pathways in humans are largely the 
same. Biologically, humans experience colors the same way. It is how we group these 
colors in our minds, by hue for instance, or by characteristic of the object—and express 
them verbally that varies across groups of people. 
Considering that these colors have always existed, several questions arise. One of 
the unanswerable ones (much to many classicists’ dismay) is that for the ancient Greeks, 
who lived in one of the most colorful landscapes on the planet, have very few color terms 
in general. They saw those same light patterns, so why is it that ερυθρός, red, is just that? 
There is no term, at least among those that we have salvaged at least, shades such as 
coral, blood red, scarlet. A more accessible question, and perhaps one we can even begin 
to answer, is how modern translators, working within the same language body, tackle 
these color terms with their own highly colorful language. Κόκκινος (red), ερυθρός 
(red—look familiar?), κοράλλι (coral), άλικος (scarlet), κατακόκκινος (bright red), and 
βερµιγιόν (a phonetic spelling of vermilion) are all options available to modern 
translators. Even in dealing with the limited scope of red words (not counting colors like 
wine-dark or rosy-fingered as they are object-centered phrases themselves) available in 
the Odyssey, the modern Greek translators have a plethora of words they use to talk all 
                                                 
18
 Sherwood, 2013, 148. 
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about one color. Ερυθρός provides an interesting experiment because it is always 
describing the same thing: wine.  
When working from the ancient Greek translation, the Katharevousa translator 
Αργύρης Εφταλιώτης (Argyris Eftaliotis) translated four out of the eight of the “reds” as 
“black” or “dark”: µαύρο. For exactly half of the occurences of red, it seems that “black” 
or “dark” are interchangeable, a surprising occurrence within the confines of a modern 
language. For most English speakers, or so it would seem, a dark red color, would 
probably not be first and foremost described as “dark,” but as “dark red” or even “red.” 
“Dark” has connotations most connected with “black,” unless otherwise specified. For 
instance, it would not feel strange to say, “It was dark out,” with reference to the color of 
nighttime. It would however, be strange to say that a sunflower was dark, meaning that 
the petals were a dark yellow. This perhaps is Eftaliotis’s best attempt to stay true to the 
text as coming from the other side, µέλας: “black/dark,” is often used to describe wine. 
Perhaps instead of translating word-by-word, Eftaliotis is integrating a more ancient 
stylistic choice and recognizing the more popular way of describing wine in the ancient 
text. 
In Book 16, we see a strong departure between Katharevousa and Modern Greek. 
While the Modern Greek closely correlates to the ancient, στα χείλη µου έφερε να πιω το 
κόκκινο κρασί, meaning, “I brought my lips to drink red wine,” the Katharevousa does 
not. This translation uses πορφυρένιο, (in Modern Greek, πορφύρα). All Homeric uses 
of the word are from πορφύρω, which was mainly used to express a sense of gleaming, or 
even troubled emotions, i.e., πολλέ δέ οέ κραδίη πόρφυρε, “much was his heart 
troubled.” In the Iliad it is used to describe dark or gleaming things like blood and death 
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in battle. Liddell & Scott notes that Homer seems not to to have known the term 
πορφύρα, and that at his time no color was really assigned to the word. After Homer, 
several authors such as Pindar, Herodotus, and Aeschylus used it to express purple, 
especially with regard to dyes. At that point the term was being used commonly as 
πορφύρα, from which it seems first Katharevousa and then Modern Greek retain its 
meaning. Eftaliotis may have extracted the compound meaning of πορφύρω, the sense of 
gleaming, to emphasize the image of wine on lips, and the glistening effect that 
accompanies a winestained mouth.  
In Book 9, Odysseus and his commrades journey to what scholars later called 
“Goat Island,” most famously known because it was where the Cyclops lived. In this 
Book, other color terms for red are used, though most interestingly, they almost always 
occur while pairing the color with a specific noun—evidence in favor of Bradley’s theory 
about textures and materials as descriptors. It does not appear that these color words refer 
to a different color, but a colored object in particular, as for the reason that ερυθρός is not 
used. In the ancient text, the word µιλτοπἴρἴοι is used to describe ships that were 
painted red, specifically referred to as red-cheeked ships,19 which is then echoed in the 
Katharevousa Greek version with the term κοκκινέπλωρα, which is a one-word 
descriptor for “red cheeks,” a word that A.T. Murray translated into English as 
“vermilion.” In the Modern Greek, the same line reads δεν έχουν πλεούµενα, βαµµένα 
κόκκινα στην πλώρη και στα µάγουλά τους, literally “they don’t have ships, painted red 
in the bow and on their cheeks.” The Modern Greek translator, like the Katharevousa 
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translator, maintained the ancient sentiment to call the sides of the prow of an ancient 
ship “cheeks.”20 
Modern Greek translator Dimitris Maronitis especially seems to work hard to 
maintain the “synaesthetic,” as Mark Bradley describes it, way that the ancient Greeks 
experienced color. In 12.9, the extremely consistent ancient phrase for wine, οἴνον 
ἴρυθρόν is treated very differently. In Katharevousa it is expressed as τέ κρασέ τέ 
µαέρο, literally “the black (or) dark wine.” This translation is fairly typical, and as we 
will see in the next section, another popular way of describing wine. Maronitis, however, 
describes it as κόκκινο κρασί σαν φλόγα, or “red wine like a flame.” This modern image 
is a beautiful reflection of ancient phrase formulation. The wine here is described not 
only in terms of its color, for a red flickering flame, a different shade every second and in 
different light, much like wine itself, but also in terms of its effects. Wine produces a 
flushing effect, spreading a warm feeling through the body, a similar effect as sitting next 
to a fire. Wine, like fire, will also burn you if you have too much or get too close. Seeing 
Maronitis, entirely in his own words, use a phrase so reminiscent of how ancient color 
functioned and not solely in the abstract way we use it today, shows both his flexibility as 
a translator and an excellent understanding of ancient color concepts.  
Another instance from Book 12 is the addition by the Modern Greek translator to 
include a specific word for red, where the original text calls for διεφαἴνετο.  This word 
can mean both “shone through” and “glowed.” Liddell & Scott prefers “glowed red-hot” 
in particular. Here, Odysseus and his men are preparing the splint they will use to blind 
the Cyclops. They dip one end into the fire and wait until it is red-hot. In the 
Katharevousa translation, σπιθοβέλαε κέκκινο is used to talk about this specific 
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wording. The Modern Greek uses a verb to elicit the redness: όσο χλωρό κι αν ήταν, 
έλαµπε τώρα και κοκκίνισε, literally “as fresh (green) as it was, now it shone and 
blushed.” Κοκκινίζω, the verb “to blush” is an interesting choice in this context. All of 
the other translations, including the English, give a sense of sublime horror, as we know 
what atrocious deed the red-hot spike will be used for. The Modern Greek, however, uses 
“blushing”—a word that does not exactly fill the reader with a terrible sense of 
foreboding. Perhaps most interesting is the omission in the English translation, “glowed 
terribly,” with no color terminology used at all. 
Through “red,” the modern Greek translators have an opportunity to explore a 
basic color term. Ερυθρός occurs infrequently, and and is specific in its usage. Because of 
its specificity, whenever the translators deviate from its exact usage, it highlights the 
translators’ ability to synchronize the ancient color use and understanding—not along a 
purely abstract spectrum—with a modern understanding. When Eftaliotis specifically 
uses πορφυρένιο, it is a direct deviation from the ancient text, but it recalls a more 
ancient way of describing colors. Eftaliotis pulls out different aspects of the physical 
object, the wine, and gives the color a more “object-centered” aspect. When Maronitis 
describes wine as being “red as a flame,” he also diverges from the text, and  
creates a color experience for the reader that is much more akin to the experience an 














Black, as defined by artists and optometrists alike, is the absence of all light. In 
this sense, it is understandable that black and dark, a word that notes the absence of most 
light, could be used interchangeably. From an artistic standpoint, this also makes sense. 
In order to make a color darker, add black. In English, however, “black” and “dark” are 
not always interchangeable. Something that is black is also dark. On the other hand, 
something that is dark is not necessarily black. The fact that the ancient Greeks had a 
different understanding and conceptualization of colors than most modern peoples is now 
understood. The question of exactly how those colors were understood makes for an 
interesting comparison with modern views on color concepts. The ancient Greek term for 
black/dark was µέλας. The idea of combining a depth of hue, like that of dark, with that 
of a singular color as modern viewers do today, like black, feels foreign. Today, we could 
argue that any color could be dark, not just black, thus having a word synonymous with 
both would feel too all-encompassing, or at the very least not specific enough.  
In her book, Colour Terms in Greek Poetry, Eleanor Irwin studies all aspects 
surrounding the mysteries behind ancient color. She is quick to point out that the ancient 
Greeks “preferred to describe contrast rather than hue, so that, especially in the earliest 
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poets, blacks and whites predominate.”21 As catalogued in the Appendix, µέλας occurs 
much more frequently than λεύκος even, and far more than ερυθρός and κυάνεος in the 
Odyssey. In her fourth chapter, Irwin notes an association between dark and light as 
connected with emotion. She quotes φρένες ἴµφι µέλαιναι, a phrase she believes to be 
very ancient because of its traditional formula. While scholars diagree over exactly what 
the Homeric φρένες were,22 Irwin insists that in this case and, in the three that occur in 
the Iliad, the fact that “they are affected by emotion is an indication that the emotion is 
the cause of the darkness.”23 She later discusses how in 11.606 Homer compares an angry 
person to the darkness of night.24 With these and several other examples, she makes a 
strong case for the connection between color and emotion, especially that of darkness and 
anger.  
If we keep in mind Mark Bradley’s theory about the texturization of colors 
understood by the ancient Greeks, this combination of two seemingly different modern 
concepts, flows seamlessly together. Unlike with the far less frequently occurring 
ερυθρός, µέλας describes multiple things in the Odyssey. The term describes ships and 
blood, water and ashes, sheep and wine, and several other objects. Apart from physical 
objects, µέλας also describes concepts such as death and fate. We do the same thing in 
English when we describe a “dark death” or a “dark fate,” though we most likely would 
not call it a “black death,” unless of course we were referring to the Black Death of the 
14th century. The depth of the term, referring to the hue, seems more applicable with 
these kinds of concepts, while all of the objects can easily be black or dark. Bradley, in 
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Hebrew, was a language conceived as a mixture between ancient and Modern Greek, and 
so it has characteristics of both. Similarly to ancient Greek, Katharevousa has a tendency 
to combine multiple words into one. This becomes evident by the plethora of words that 
use µαύρο- as their stem and combine the color term with whatever noun is being 
described, i.e., µαυροστεριά, “black lands.”  
Katharevousa echoes much of the character of ancient Greek in the language 
itself, wherein two words are often added together to create one, more specific word. 
Ancient Greek word formation functions by adding suffixes to the root or stem words that 
apply a particular meaning, usually one of agency, action, result, or instrument. For 
example, the word λύτρον (ransom) has the neuter suffix that denotes instrument, -τρον. 
Λύτρον comes from the verb λύω (loosen). A ransom is the means for freeing, or 
releasing, a prisoner.26 Argyris Eftaliotis, the translator of the Katharevousa version of 
the Odyssey, works to embody the Homeric descriptions in his color translations. In line 
with Bradley’s theory, Eftaliotis often translates the ancient Greek µέλας with what I 
categorized as a substitution—a replacement for the initial color term itself. In 12.92, 
Eftaliotis translates the ancient Greek µέλανος θανάτοιο as θένατο γεµέτα, “full of 
death” or “full death.” Eftaliotis’s treatment of µαύρος feels ancient, and it harks back to 
Mark Bradley’s theory of the wine-dark sea: “oinops directly evokes wine and then (by 
extension) its colour, flavor, effects and association; and so on. The ramifications of this 
approach for the present volume, then, are self-evident: an object-centred experience of 
colour can also help us to understand why we find so many multi-sensory uses of colour 
in antiquity.”27 If the ancient impulse was to tie all these experiences and feelings and 
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characteristics of an object together, perhaps Eftaliotis is doing exactly that with death. Is 
death not all-encompassing, total, full? Death engulfs you; there is no halfway with death. 
Instead of using a color term to address this, Eftaliotis invokes it with another descriptor 
while still accomplishing the same sentiment that ancient color terms did.  
One of the stranger instances of cross-translation occurs in the Katharevousa in 
4.402. The ancient Greek reads µελαίνἴ φρικἴ, meaning a “black ripple,” as in water. 
The Katharevousa, however, reads τέ µαέρο σαγανέκι. In Modern Greek, σαγανάκι 
refers to a particularly delicious appetizer known to tourists as “fried cheese.” The only 
feasible explanation for the connection I could come up with was that σαγανέκι here was 
referring to the cast-iron frying pan in which σαγανέκι is cooked. The Modern Greek 
(disappointingly) does not translate to fried cheese, but as is Maronitis’s modus operandi, 
translated rather to the point: στο µαύρο του νερού ανατρίχιασµα κρυµµένος, “the black 
water shuddered.” 
Another way Eftaliotis gives a richer meaning to his translation is by using words, 
much like authors do in English, with a double meaning. In 4.359, Eftaliotis uses the 
word σκοέρος for the first time. In context, the line reads σκοέρο νερέ,  “dark water.” 
The dictionary outlines that, when used in a certain context, the phrase can mean “I met 
with obstacles” (τα βρήκα σκούρος). This mention occurs when Menelaus is telling 
Telemachus about his own journey back from Troy, and how he was stuck on the island 
of Pharos off the coast of Egypt: 
Therein is a harbor with good anchorage, whence men launch the shapely ships 
into the sea, when they have drawn supplies of black water. There for twenty days 
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the gods kept me, nor ever did the winds that blow over the deep spring up, which 
speed men’s ships over the broad back of the sea.28  
In A.T. Murray’s translation of the Odyssey, a footnote reads as follows: “6. The epithet 
‘black’ is applied to water in deep places, where the light cannot reach it, and to water 
trickling down the face of a rock covered with lichens (Iliad, 16.4ff).” This note forces us 
to think about the physical characteristics of the water. It was deep, and so it was dark. 
The depth precedes the darkness: one wonders if the poet was trying to draw out the 
quality of the water (its depth) by applying this particular adjective. 
Mark Bradley’s theory about texture and characteristics of the objects having a 
deeper connection to color seem to apply here as well. Thinking back to his example of 
oinops, and the occurrences when the sea was wine-dark (Achilles in mourning, 
Odysseus set adrift), we see that the ancient Greeks applied color in a far more fluid 
fashion than we currently do. After discussing Michael Clarke’s theories [see footnote 
16], Bradley notes that 
early categories of colour are tied to primary experiences and are then applied 
more loosely and creatively to other phenomena across time. However, rather 
than thinking in terms of an abstract prototype at the centre of ancient colour 
experiences, it contests that colours were associated primarily with specific, 
distinct objects, so that chlōros refers not to abstract green, fecund, oozing, but 
essentially means “verdant” or “plant-coloured.”29 
The key to Bradley’s theory is the tying together of words and phrases to concrete 
objects to be used as descriptors. We can apply this same kind of logic to Eftaliotis’s 
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initial and, afterward, sparing, use of σκοέρος. Perhaps the reason it first occurs here is 
to draw attention to and echo the particular feeling of isolation and despair Menelaus 
felt—trapped, yet so close to returning home safe with Helen from the war, or perhaps it 
was to emphasize the difficulty of the journey itself. To have a word come down through 
Katharevousa, a marriage of ancient and Modern Greek, that in a colloquial phrase 
implies a difficulty with obstacles, either literal or metaphorical, suggests that this aspect 
of the phrase is not new. Seeing how Menelaus uses it, to refer to water that is both deep 
(and dark), and is the barrier preventing him from returning home (it was the lack of wind 
that kept him, so the sea becomes not a mode of transportation, but a plane he cannot 
cross), conveys the idea that σκοέρος has had connotations far beyond color for a very 
long time. 
The Modern Greek translation also has an interesting take on this one particular 
occurrence of the ancient Greek µέλας. Maronitis translates the phrase as τραβούν νερό 
από σκοτεινές πηγές, “they draw water from obscure sources.” The definition of 
σκοτεινός includes dark, obscure, unlucky, and even sinister. Maronitis does not actually 
describe the water itself, the way both the ancient Greek and Eftaliotis do. He describes 
the sources that the water comes from as obscure or dark, not the water itself. The 
Katharevousa Greek then, by emphasizing the depth of the water by using σκούρος, 
embodies the same sentiment Maronitis is trying to express: the characteristics of the 
deep, not its color. The multiple meanings of the word σκοτεινός give us the same 
sentiment that σκούρος does: foreboding, obscurity, bad luck.  
Book 4 of the Odyssey contains several examples of µέλας posing an interesting 
translation opportunity. When Penelope discovers that her son Telemachus has stolen 
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away to sail out in search of information on Odysseus’s whereabouts, she violently 
reprimands her handmaids for not telling her of his departure: 
Cruel, that ye are! Not even you took thought, any one of you, to rouse me from 
my couch, though in your hearts ye knew full well when he went on board the 
hollow black ship. For had I learned that he was pondering this journey, he should 
verily have stayed here, how eager soever to be gone, or he should have left me 
dead in the halls.30 
When Penelope mentions the “hollow black ship,” in the Katharevousa translation, she 
calls it a µελανέ καράβι, a “dark ship.” This is the first occurrence of µελανέ in this 
translation, though it is much more frequently used in the Modern Greek. The definition 
of this new word refers primarily to ink, bruises, and the colors associated with those two 
things. It can also mean to become bruised, to turn blue with cold, and to become 
blackenedd from a bruise. Penelope admonishes her handmaids because they have injured 
her emotionally. By allowing her son to sneak away, she believes these women allowed 
her one source of joy to disappear. Penelope’s emotion makes for a very well-chosen 
word. The injurious aspect to µελανέ, the bruising part, echoes her hurt. The color itself, 
the inky black/blue color this word describes, brings to the reader’s mind the color of the 
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Maronitis is careful about his word choice in his translation. In Book 19, Penelope 
and Odysseus are finally reunited. It’s a favorite scene of many readers, and full of 
intense emotion. In 19.111, Odysseus compares his wife’s fame to that of a perfect king 
who rules a perfect land. Maronitis uses µαύρο to describe the dark land in this imaginary 
kingdom, instead of the other color terms that have a more negative connotation. This 
scene shows a happy reunion and should be void of negative verbal implications. In his 
Katharevousa translation, Eftaliotis goes one step further. A more individualized 
translation, the Katharevousa is more apt to utilize subtractive methods of applying 
meaning. Eftaliotis leaves out the color term completely, calling it Η γης, literally “the 
earth,” instead of the “black earth.” Rather than imply any darkness at all to the word, it 
seems Eftaliotis wanted to pull out the joy from this moment and display it in every way 
he could.  
One kind of structural change—prevalent in both the Katharevousa and Modern 
Greek translations—is the replacement of the location of a color descriptor. This can 
occur either for metrical reasons or for space constraints; both the Katharevousa and 
Modern Greek end up being quite a bit longer than the original text. The seventeenth time 
µέλας appears in the text (5.353), it describes water. Odysseus, after receiving a veil from 
the sea goddess Leucothea to keep him from drowning, thinks through his situation. In 
the Modern Greek, Maronitis writes το µαύρο κύµα, “the dark wave.” Though it is still 
describing water, he characterizes a specific form of the water. A wave is certainly not 
passive; it is a very physical object that can have strong effects of its own. Several lines 
later he repeats the word κύµα, in the context of Odysseus deciding that when the wave 
destroys his raft, he will trust the goddess and swim for it. The Modern Greek reads, “και 
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µένο όταν το κύµα καταλύσει τη σχεδία θα πέσω στο νερό.” Instead of using the color 
term again in this context, he repeats the word κύµα from before, which already had the 
association with darkness, in order to pull the meaning down from the previous lines and 
continue the mental image of the dark wave that would destroy Odysseus’s craft. This 
kind of word association does not occur infrequently, and it appears to be a means of 
cutting down on the number of words in order to better match the pacing of the ancient 
Greek. 
One of the most interesting marks of Maronitis’s modern Greek identity and 
heritage on his Modern Greek translation is his use of the verb βαπτίζω, to “baptize.” 
Though it originally meant “dip in liquid,” the word has taken on a new connotation since 
the advent of Christianity. The Christian practice of baptism, and the new meaning of 
βαπτίζω that would have come along with it, is relatively new when looking at the history 
of the word. Christianity would not even become legalized in the Roman Empire until the 
4th century A.D. Why, then, would Maronitis use such a time innappropriate word? 
Modern Greek readers certainly read it with a religious connotation. The word occurs 
when Odysseus stumbles upon Nausicaa and her maidens are washing their clothes in a 
stream. A.T. Murray translates the phrase as “themselves took in their arms the raiment 
from the wagon, and bore it into the dark water.”32 He uses “bore” where Maronitis uses 
βαπτίζω. “Bore” in English has the connotation of carrying something, in a somewhat 
laborious fashion. Baptism, by its nature, has the connotation of dipping. Maronitis has 
Nausicaa and her ladies dipping their dirty clothes in water that is “deep like darkness,” 
βαθύ σαν µαύρο. The relationship between religion and daily life in Greece today is even 
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evident in a translation of a Classical text—where religious words are used in everyday 
speech. 
The difficulties faced by these translators in dealing with µέλας, though a little 
easier than for an English translator,33 are present in each of the occurences of the word. 
With its more flexible structure, Katharevousa is able to describe a plethora of different-
toned words for “black/dark” with several words. Modern Greek is much more confined, 
and so relies on compound meanings of words to draw attention to the more important 
instances in which these color terms occur. In their own ways, these languages are able to 
reflect a sensibility of the ancient Greek with just one term. The Katharevousa does so 
with regard to structure by using multiple different words all with a slightly different 
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Part III 






 Similarly to µέλας, λευκός provides modern readers with a challenging 
trichotomy. Λευκός in its Homeric sense, as defined by Liddell & Scott, could mean light, 
bright, and brilliant; it could refer to sunlight, be a characteristic of water, or describe 
metallic surfaces. Irwin points out that the tone of λευκός often connotates joy, especially 
with regard to fair weather, good days (whether particularly joyous due to a celebration 
or holiday or simply a good day in general), and festive clothing.34 As I discussed earlier 
in this paper, an old standby of ancient Greek language was the compounding of words 
that work, in modern languages, much more easily as two. Λευκός is frequently combined 
into compound words and even into names. 
Leucothea (Λευκοθέη), the sea nymph who helped Odysseus in Book 5 by 
bringing him a special scarf to keep him from drowning, is a positive force within the 
narrative. In one of Odysseus’s darkest moments, a nymph whose name contains the 
word for light comes out from the depths to save him. The implied meaning is not exactly 
subtle. The word’s slipperiness—its multiple meanings and inherent relationship with 
µέλας—creates difficulties for the translators of the ancient text and often makes for 
scholarly debate. Much like ερυθρός, λευκός has also attracted a bit of speculation from 
both classicists and scientists alike. Its ability to be compounded into other words, 
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infusing terms and names with intrinsic meaning, not only paints the scenes of the 
Odyssey with white, but also with the very different qualities of light and bright.  
In many ways, µέλας and λευκός provide a perfect set of opposites. Their 
compound meanings also mirror each other, with one small difference. Dark and light are 
excellent contrasts (literally, artistically, biologically) for each other, but brightness, one 
of  λευκός’s primary characteristics, implies something that lightness does not. This third 
meaning, after white (the initial color term) and light (the differentiating term from dark, 
or the true opposite of µέλας), is what distinguishes λευκός. Something that is bright 
yellow is certainly not the same as light yellow, if we are to look at it within that context. 
From an artistic standpoint, bright implies perceived intensity. Low-intensity colors are 
often described as “dull” or even “matte.” Intensity is counted as a different property of 
color entirely than the degree of how dark or light a color is, which is referred to as 
value.35 While λευκός has its brightness, µέλας, for whatever reason, lacks dullness as 
part of its meaning. Because of its compound meaning, λευκός is able to be used in more 
ways and contexts than its dark counterpart, setting the two apart as imperfect contrasts 
or antonyms.  
 Despite the fact that λευκός could have meanings of brightness, in order to draw 
special attention to a particularly luminous object, often other words were used in 
addition to λευκός. In 3.413, in Nestor’s palace, white stones, gleaming from oil  
(λίθοισιν…λευκοί, ἴποστίλβοντες ἴλείφατος) are placed in front of the palace doors.36 
The main point is that the stones, by their luminous quality, draw attention to the richness 
of Nestor’s palace. Irwin concludes her section on λευκός by noting how, to the Greeks 
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“the most obvious characteristic might not be hue, but, for example, sheen. They seem to 
have been sensitive to surfaces which were ‘bright and gleaming’ as distinct from merely 
‘bright’.”37 It was not the whiteness of the stones then that was important but the fact that 
they gleamed. 
 Kober points out that in Homer λευκός is never used to describe white hair. 
Instead, Homer uses πολιός, “gray, grizzled, grisly, of wolves, of iron, of the sea.”38 The 
dictionary states that like λευκός, πολιός can also have meanings of “bright, clear, and 
serene.” Homeric language, despite having a very similar word in λευκός, never explicitly 
uses it to describe venerable elders. The use of πολιός seems to suggest a compound 
meaning of the word—one of distinction and respect. Hundreds of years later, Euripides 
uses the word to mean “hoary, venerable.”39 Not only does this seem to suggest the 
compound meaning of πολιός, but also that λευκός, in a western lense, can also be a very 
simple color term that when it wants to can simply mean “white.” 
More often than not, brightness is implied by one word in particular: λαµπρός. 
Λαµπρός, from Homeric times, meant “bright, brilliant, radiant, of the sun and stars, the 
eyes.” Scott & Liddell particularly point out that within the Odyssey, λαµπρός can have 
specific meanings “of white objects, bright.” Irwin notes that later authors, such as 
Herodotus and Aeschylus, use λαµπρός to denote an epithet of a strong wind.40 She says 
that “while we limit brightness to things we see, the Greeks did not. A bright or white 
wind did not have to be seen; the Greeks felt it, probably heard it.”41 Irwin’s assessment 
of the Greek experience, not only with color but natural sensations, is reminiscent of 
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Mark Bradley’s central point of synaesthetic experience within the Greek perception of 
sensations. For λαµπρός and λευκός to have an “object-centered experience,” they could 
have signified a weather change or other physical characteristics, such as fog or dust 
flying in the wind. Whereas Irwin argues in favor of a colloquialism, a “white wind” in 
the same vein that English speakers describe television static as “white noise,” both 
scholars’ theories on ancient color extend λαµπρός and λευκός far beyond a visual 
experience. “White” may have been a set phrase or colloquialism the Greeks used to 
express a particularly windy day.  
Another word for white that I have not catalogued is ἴργός. Alice Kober 
catalogued this along with many other color terms in an attempt to organize the contexts 
in which Greek color terms appear in poetry. Kober points out that while λευκός, the 
main color term for white, is so frequently used to describe people with regard to skin 
color and other attributes, ἴργός is only used that way once, and much more frequently 
used to describe animals. In the Odyssey, for instance, it describes dogs at 2.11, 17.62, 
and 20.145.42 In several other instances it is used to describe hogs. Kober argues that 
motion plays a large role in the secondary meaning of ἴργός and that by the time Homer 
was using the word, it more likely meant “swift.” This compound meaning characterizes 
why, even though its primary meaning meant “white,” ἴργός was rarely used in the 
context of humans. Perhaps, too, a larger connection between words used for “white” and 
words used for “fast” or “swift” existed.43 Even λαµπρός has some instances, in much 
later history, as “a metaphor for vigorous action.”44 Often, this vigorous action comes in 
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the form of a fresh wind, such as in Herodotus and Aristophanes.45 In Euripides and 
Thucydides, it can be read as an adverb, such as “he will come vigorously forth.”46 
As far as color terms go, λευκός is unusually complex. Not only is it traditionally 
archaic in its additive and formulaic functions, but it also has several symbolic and 
compound meanings. Despite modern leanings to directly contrast it with µέλας, the 
ancient understanding of colors did not require this the way our desire to categorize 
does.47 Λευκός, with its three distinct meanings (white, light and bright), is carefully used 




Katharevousa and Modern Greek 
 
 
The modern Greek translators have two words for “white” that they use for 
λευκός, the modern λευκός and the word άσπρος. In the Modern Greek dictionary, both 
λεύκος and άσπρος are simply defined as “white” with no secondary meaning and are 
used as synonyms for each other. In both the Katharevousa and Modern Greek 
translations, however, each translator seems to prefer one or the other, and some words 
are used almost exclusively or not at all with certain given nouns. Both Eftaliotis and 
Maronitis have to make choices between λεύκος and άσπρος and apply the subtle 
differences between the two words. Because of the stronger connection between light and 
dark in a modern color understanding, the two are more starkly opposed in the modern 
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translations, making the third meaning of the ancient λευκός, bright, more difficult to 
parse. Often, in order to deal with the extra implicit meaning of an already complicated 
word, modern translators will emphasize the more ancient method of applying an object-
centered experience to the color. This occurs especially with bright light. These 
differences, especially with regard to ethereal and natural objects, allow the translators to 
apply ancient color sensibilities and trends to modern translations. 
Much of the Homeric “white” allusions apply to objects found in the natural 
world: teeth, skin, bone. A big emphasis seems to be placed, however, on non-physical 
natural objects, particularly light itself. In two instances, the Homeric Greek refers 
specifically to λευκός light. The first occurs in Book 6, during a description of Mount 
Olympus and its arguably perfect weather. According to Homer, in 6.45, the home of the 
gods is never windy, rainy, or snowy, and “the air is outspread clear and cloudless, and 
over it hovers a radiant whiteness.” From a modern, scientific perspective, this 
description makes no sense. What exactly is the “radiant whiteness” above Mount 




Irwin argues that it is “a suitable epithet for a clear, sunny day.48 “White” as a symbol for 
good or joy was well established; white was worn for festive occasions and had strong 
associations with fair weather, life, and joy.49 In this context, its implied or compound 
meaning eclipses its function as a color term—a day cannot be physically white—but 
clear—which means that it is also bright. 
The Katharevousa calls it “φές λευκέ,” an uncharacteristically simplistic 
description for the more verbose dialect, especially when describing something as 
important as the home of the gods. The Modern Greek, however, reads λάµψη λευκή την 
περιβάλλει, “a white glow surrounds it.” This brings us to another interesting aspect of 
λευκός, that is, how often it is accompanied by λάµψη. This is extremely characteristic of 
Modern Greek, in that two words are not combined to make one, and a second word is 
needed to express a sentiment that, in ancient Greek, only may have needed one word.50  
Λαµπρός means “bright,” or “brilliant.” When used as an adverb, it means 
“admirably, brilliantly, or splendidly.” In this sense λάµψη (brilliance, flash) seems to 
have a religious holiness to it, the same way light appears in the Bible surrounding 
figures of particular divine importance. The distinction as to whether the word in this 
case has a merely “bright” aspect, as in, it is reflecting a significant amount of light 
(meaning that it has a good deal of perceived intensity), or is brilliant (it has a 
connotation not just of the physical action of reflecting light, but of having a more 
significant meaning behind it), is situational. In the Modern Greek, it seems that when  
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some form of Λαµπρός is applied, a  purely natural implication is not all that the light 
implies. 
Maronitis never pairs λάµπρος with άσπρος, and only uses άσπρος to describe 
teeth (two occasions) and barley (one occasion). Just as the ancient Greek describes 
Nestor’s palace with gleaming, white stones standing at the base of the doors, so too does 
the Modern Greek. Maronitis describes the stones as λευκές, λαµποκοπέντας µε το 
λιπαρό τους στίλβωµα, “white, shining with their fatty oil.” Maronitis’s use of 
λαµποκοπέντας with λευκές emphasizes the relationship between the two, and the 
degree of importance as distinguished by the “white” and the “white and gleaming.” 
Seeing this occur in the Modern Greek, just as is done in the ancient Greek (as pointed 
out by Irwin) suggests that Maronitis is paying special attention to what objects Homer 
highlights as not only white, but gleaming or bright. 
In 10.94, when Odysseus and his men come into the harbor of the Laestrygonians, 
Odysseus notes that “for therein no wave ever swelled, great or small, but all about was a 
bright calm.” This bright calm, supposedly an omen of good tidings and the lack of 
waves within the harbor, is ominous to the knowing reader; it is the calm before the storm 
of man-eating giants. Here, Maronitis does not use λαµπρός, supporting the positive, 
almost holy, connotation of the word, as indicated by his use of it to describe Mount 
Olympus. Perhaps by using λευκή in this passage, the emphasis is on the color of the 
term, not its third meaning of brightness. This forces the reader to imagine a physical 
picture of color, not intense light: one of weather conditions, one of fog. In a calm harbor, 
surrounded by a white calm (as opposed to a bright calm) we have a vastly different 
landscape, and a different aesthetic of the passage. Maronitis’s use of color imagery to 
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invoke an emotion, rather than a strict rendering of the ancient text, helps reconcile this 
ancient text with more modern discernment. To contrast the experience, a Modern Greek 
reader would not read this passage with the sunny optimism of an English reader, but that 
of an ominous foreboding. 
One of the other popular things referred to as white is water. Kober points out that 
water is white when it describes a calm sea, such as in 10.94, and inland rivers and 
springs; perhaps because mountainous areas often create white-looking waters due to the 
sediment they carry.51 In 5.70, Eftaliotis, in the Katharevousa, translates τέσσερες 
έσπρο νερέκι, “four little streams,” taking advantage of the adorable diminutive present 
in both Katharevousa and Modern Greek, -aki. These streams are not gleaming, bright, or 
anything other than white in the ancient Greek. Eftaliotis abides by this subtle word 
choice by using άσπρος instead of λευκός, the primary step toward “bright,” with the 
secondary one being λάµπρος. Maronitis also takes the hint, and does not use a word for 
white at all. Instead, he supplies his own, seemingly more fitting, adjective. Maronitis 
uses γάργαρο, to suggest the quickness of the running water. Rather than suggest a color 
term that may confuse readers, Maronitis opts for a descriptor that modern readers will 
more readily understand in this context. 
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Unlike Modern Greek, Katharevousa seems to prefer άσπρος to λευκός, 
describing many more objects with the former than the latter. Some preference for more 
ethereal subjects like air and light, to be described by λευκός remains. More physical 
objects, such as bones, sails, stones, and wheat are more frequently described by άσπρος. 
The two tangible objects Eftaliotis describes with λευκός are sails and barley. While 
these choices might seem strange initially, both sails and barley are heavily affected by 
the other natural forces described by λευκός: air and light. Barley needs light in order to 
grow. Sails need wind in order to move a ship across the sea. Eftaliotis approaches what 
Bradley describes as and “object centered” color experience: these objects all rely heavily 
on primary forces to function, and thus have a closer relationship with the color term than 
perhaps skin or milk do. 
The general conclusions I can reach about the dichotomy between άσπρος and 
λευκός in the modern Greek languages is that λευκός seems to have a compound meaning 
in both Katharevousa and Modern Greek as the more ethereal and lofty term for white. In 
Katharevousa, its mere presence instead of άσπρος seems to be enough to distinguish the 
two. In Modern Greek, it uses the  helping word λάµπρος, or some form of that same 
Figure 3: Like with "black/dark," there are fewer color terms in the Katharevousa than in the Modern Greek because of the length 
of Eftaliotis's translation. 
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word, to lend meaning to make things both “bright and gleaming,” rather than just 
“bright” as in the ancient Greek. Both forms of modern Greek are attempting to take one 
word, with three distinct meanings, and replicate it in a way that is both faithful to the 










Within the last few years, Classical studies have gotten a little more press than 
usual. The widespread (if a popular book and radio piece can count as widespread) 
understanding that Homer did not have a word for blue has become quite fashionable not 
only in Classics-related intellectual circles. Friends have sent me links to articles written 
for the New York Times and the Guardian on the subject matter. My understanding of 
this newfound interest in ancient color can only be explained by the universal shock 
people feel that an individual, even thousands of years ago, could leave out such a key 
term. After learning that I had spent time in Greece, one of the most popular queries is, 
“Oh my gosh, isn’t the water just the bluest you’ve ever seen?” 
The scholarly conversation surrounding Homer’s lack of a term for blue has been 
exhaustive, and, as most ancient color debates do, goes back to Sir William Gladstone, 
the same politician-classicist who wrote an enormous treatise on the Homeric epics. In 
Through the Language Glass, Why the World Looks Different in Other Languages, Guy 
Deutscher chronicles the whole story. He quotes Gladstone, who claimed that “Homer 
had before him the most perfect example of blue. Yet he never once so describes the sky. 
His sky is starry, or broad, or great, or iron, or copper; but it is never blue.”52 Deutscher, 
intrigued by a poet who lived around “the bluest water you’ve ever seen,” who simply 
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didn’t recognize or qualify blue with a color term, decided to test just how easy it is to 
qualify the color of something so all-encompassing, such as the sky or the sea: 
I wanted to test how obvious the color of the sky really was to someone who had 
not yet been culturally indoctrinated. I decided never to mention the color of the 
sky to my daughter, although I talked about the color of all imaginable objects 
until she was blue in the face. When would she hit upon it herself? Alma 
recognized blue objects correctly from the age of eighteen months, and started 
using the word “boo” herself at around nineteen months. She was used to games 
that involved pointing at objects and asking what color they were, so I started 
occasionally to point upwards and ask what color the sky was. She knew what the 
sky was, and I made sure the question was always posed when the sky was well 
and truly blue. But although she had no problems naming the color of blue 
objects, she would just stare upwards in bafflement whenever I asked her about 
sky, and her only answer was a “what are you talking about?” look. Only at 
twenty-three months of age did she finally deign to answer the question, but the 
answer was . . . “white” (admittedly, it was a bright day). It took another month 
until she first called the sky “blue,” and even then it had not yet become 
canonically blue: one day she said “blue,” another day “white,” and on another 
occasion she couldn’t make up her mind: “blue,” then “white,” then “blue” 
again.53  
Deutscher is quick to recognize the advantages his young daughter had even in taking so 
long to aptly identify the sky as blue. He notes that the challenge, truly, lay in 
recognizing that the sky had a color at all, and that its vastness was actually relatable to a 
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blue ball or cup. He brings us back from his human experiment to raise an important 
question. For individuals who have not had the experience of seeing physical, palpable 
blue objects, would it not be that much harder to supply a name for something as 
unending as the sky or sea? He suggests that, far more likely, they would supply the 
closest color that was relatable to their own color experience or palette, a natural looking 
color, probably “black” or “green.”54 
Deutscher later mentions that Alma’s confusion continued and that at age four she 
identified a black night sky as being blue. This particular instance stands out, and perhaps 
Alma was not as wrong in her identification as her father thought she was. Deutscher was 
grading his daughter’s color identifications solely on the basis of the pure color that she 
saw and whether that was the correct hue for the word. What he forgot about was our 
much wider linguistic applications of so many color terms. Even to say a pitch-black 
night, as he does when he describes the black night Alma saw as blue, invokes this kind 
of linguistic association: pitch itself is far closer, most often, to brown rather than black. 
This particular association, describing the sky as “pitch-black,” regardless of its 
actual hue, is not unfounded. Baruch Sterman echoes Irwin when he qualifies this exact 
thought, with regard to the ancient Greeks and their own color identifications: “The 
language of the ancient Greeks concentrated more on luminosity than on hue. They 
grouped dark shades or light shades together, so that the dark sea could be black or wine 
colored. We, on the other hand, do focus on hue, grouping both light and dark shades of 
the same color together under the same term, using the word blue both for the color of the 
sky at midday and evening.”55 
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Sterman’s understanding of the ancient Greeks goes a long way in addressing what 
Irwin does: their way of grouping colors together was different from ours, which is how 
what later came to be κυάνεος, a dark blue, could also have been a referent for dark. As 
Deutscher notices, κυάνεος is never used to describe the sky or the sea, but instead it is 
used to describe hair color and clouds.56 In fact, Irwin argues that classicists have been 
getting κυάνος wrong for years. Κυάνεος, so long accepted as a dark blue because of the 
material κύανος, from which the adjective κυάνεος is derived, takes on a more primary 
meaning when viewed through a specifically Homeric lens; arguably, it held no tie to 
“blue.”57 Κυάνεος as “dark blue” has come down through the Classical tradition without 
too much of an argument. The footnote supplied in the Loeb edition of A.T. Murray’s 
Odyssey clues us in to the reference when the term is used to mean “A blue enamel, or 
glass paste, imitating lapis lazuli,”58 partly because of its ready association with κυάνος, 
the material. Samuel Butler’s translation (1925) calls the material “blue enamel.” In 
1961, Robert Fitzgerald calls it “an azure molding of lapis lazuli.” Robert Fagles, in his 
more poetic account from 1996, refers to it as “a circling frieze glazed as blue as lapis.”  
Irwin, however, considers this problematic for several reasons. The history of the 
word, as she explains, is rooted in metallurgy and other decorative arts, where color is 
inlaid into chairs or footstools. A.J.B. Wace was the first to disagree with the common 
understanding of κυάνος, and understood it more as niello, a black mixture used to 
decorate objects found at Mycenae. Regardless of whether or not κυάνος can be identified 
as niello or not is as relevant as whether or not κυάνεος came down as “dark blue” 
because of its derivative from κυάνος, a physical material. If it is, however, the word 
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certainly has a more understandable etymology. It would be a better color explanation for 
κυάνεος as “dark” or “black” than “dark blue,” given the objects Homer describes as 
κυάνεος, and it also serves as an explanation for why modern Greek translators almost 
always defer to “dark” when dealing with κυάνεος. 
Some of the ancient occurrences of κυάνεος are more indicative of the color term 
than others. In 13.399 of the Odyssey, Odysseus is said to have ξανθἴς...τρίχας, or 
“yellow hair.” Later, in 16.176, Odysseus is described as having a, γναθµοἴ…κυάνεαι, a 
“dark beard.” While it is certainly strange that a blonde individual would have a dark 
beard, “dark” was often used to describe beards of young men, as opposed to the lighter 
colored beards of older men, regardless of the actual color of the beard.59 What would be 
vastly more peculiar, however, was if Odysseus had a beard that were dark blue. Several 
other examples in support of Irwin’s theory come from texts contemporary with the 
Odyssey, such as the Iliad and the works of Hesiod. In two instances in the Iliad, κυάνεος 
is used to describe large groups of people seen at a distance (4.282 and 16.66). Kober 
believes that it is the density of a huddled mass that gives it the term “dark.”60 It is likely, 
too, since in both instances the huddled masses refer to groups of soldiers, that the term 
refers to the color of the soldiers’ skin.61 Just like the referent to Odysseus’s beard, it is 
much more likely that κυάνεος here meant “dark” rather than “dark blue.” 
One example of skin color not in reference to a Greek man is in Hesiod’s Works 
and Days, where he refers to Africans as κυάνεοι ἴνδρες, “dark men.”62 This example 
could be used to argue against Irwin’s support of niello. Unlike the previous two 
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instances of κυάνεος, the description of black-skinned people rather than the Greeks’ 
more linguistic use of the term to differentiate between the skin of men and women as 
“blue” is much more plausible. In Arabic, azraq literally means "blue," but in Sudan in 
particular it is used as a pejorative term to refer to “black” as a skin color.63 In Alice 
Walker’s novel The Color Purple, Celie’s sister, Nettie, travels through Africa and meets 
people like she has never seen before: 
The capital of Senegal is Dakar and the people speak then- own language, 
Senegalese I guess they would call it, and French. They are the blackest people I 
have ever seen, Celie. They are black like the people we are talking about when 
we say, So and so is blacker than black, he's blueblack. They are so black, Celie, 
they shine. Which is something else folks down home like to say about real black 
folks. But Celie, try to imagine a city full of these shining, blueblack people 
wearing brilliant blue robes with designs like fancy quilt patterns. Tall, thin, with 
long necks and straight backs. Can you picture it at all, Celie? Because I felt like I 
was seeing black for the first time.64 
Arabic’s azraq and Walker’s beautiful passage serve as examples to show that the 
concept of “blue-black” skin is not unfounded, the way that a blue-black beard or a blue-
black crowd of people might be. Even if Irwin is correct in her assessment, that the 
attachment between κυάνεος and “dark blue” may have been unfounded, and niello is the 
correct term, the connection between what is, linguistically, thought of as “black” skin 
has a close connection hue-wise to “blue.” This connection is not limited to skin, either. 
According to The World Color Survey, multiple terms for “black-or-blue” exist, whereas 
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terms for “black-or-green,” “black-or-red,” and“black-or-yellow” are far less frequent or 
nonexistent.65 This may suggest that “blue is subjectively a darker sensation” than other 
colors, which in turn allows it to be sensed as closer to black.66 Regardless of the origins 
of κυάνεος, the term eventually came to have a very close connection with blue. Perhaps 
it is because of the complementary qualities of black and blue as colors, perhaps it is 
because of the introduction of the material κύανος into the ancient Mediterranean world, 
or perhaps it’s because the Classical tradition made a mistake. It could certainly be a 
combo of either or all of those theories. Either way, Greece certainly does have the bluest 
water I’ve ever seen. 
 
 
Katharevousa and Modern Greek 
 
 
In light of the extreme difficulties scholars have had translating κυάνεος, it makes 
sense that both Eftaliotis and Maronitis predominately use the word “dark” in their 
translations. Many of these struggles have related to word origin, not to how the word 
should be translated within a Homeric context; the agreement on that is fairly widespread. 
Like most English and American translators, particularly Samuel Butler, A.T. Murray, 
and Robert Fagles, the Greek translators maintain “dark” as their translation word of 
choice most likely because of the absolute nonsense the translation would become 
otherwise. 
The first occurrence of κυάνεος is 7.87. In the Katharevousa, the color is 
translated as λαζουρέ, giving a clear connection to the stone lapis lazuli and the 
historical tradition of translating κυάνος as such. Many translators and scholars thought 
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that κυάνος was referring to the stone itself. A.T. Murray translates κυάνος as “cyanus” in 
his English version (1919). Maronitis, skirting the problem posed by the coloration, 
simply calls the decorative piece σµάλτο, “enamel.”  
In 12.37-76, the Katharevousa reads µαέρη τέν ζένει συννεφιέ, literally, “the 
belt (of) dark clouds.” Maronitis does the same thing with µαύρο σύννεφο. Later in that 
same book, in line 243, Eftaliotis perfectly mimics the ancient Greek in his 
Katharevousa: έ γές φαινέτανµαέρη έπ’ τέν έµµο, “the earth appeared black from 
the sand.” Maronitis also steers clear of κυάνεος by noting that the sand “blackened the 
bottom [of the whirlpool]” (έβλεπες ξαφνικά στον πάτο να µαυρίζει η άµµος—). 
Κυάνεος, clearly, is a difficult word to work with. Grappling with κυάνεος in so many 
different lenses, languages, and time periods speaks to the word’s particular slipperiness.  
 The other instances where κυάνεος appears are in reference to clouds and beards. 
Both modern translators understand the word to mean “dark” instead of “dark blue” and 
understandably so. Irwin’s idea that κυάνεος is not meant to evoke dark blue is echoed 
not only by the objects Homer describes (and that likely, they were not dark blue at the 
time and that poetics and emotions were not extending to their usage), but the way the 
modern translators react, or do not react, to κυάνεος. In Modern Greek, the word for blue 
or azure is κυανούς—not such a far cry from the ancient κυάνεος. The fact that Eftaliotis 
uses “dark” for κυάνεος, except for when he is describing the λαζουρέ material, and 
Maronitis exclusively translates as dark, or skips the word entirely, shows the distinct 
disconnect between the perception of how κυάνεος was received through the classical 
tradition in English and what the word actually meant and how it should be translated 
now. The modern Greek translators do not use κυανούς, a natural step if they were 
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inclined to believe the more traditional ideas about κυάνεος. The apparent default for both 
of these translators to use “dark” not only strangely supports the classical tradition,67 but 
it allows readers to feel a stronger connection with the text than if the color terms had felt 
so alien to them—as many readers do when reading Homeric color terms. 
  
                                                 
67





 Translation is difficult; it is certainly something that I am not qualified to do in 
any language. It is difficult not only because it requires that the translator intimately 
know a second (or third, or fourth) language, but it also requires a reconciliation between 
two languages that can have vastly different cultural landscapes from which they grew 
out of. The Ancient Greeks had a vastly different way of understanding color than we do 
today. Scholars have argued over exactly how the Greeks experienced their colors, but it 
is widely accepted that it is different from our own modern perception. Personally, I 
support Mark Bradley’s theory on an “object-centered experience,” though the ancient 
text of the Odyssey can be used to support multiple theories. Whatever theory is used to 
uncover these truths, however, it is important not to lose sight of the important gifts the 
Classics give us. Whether the sea was literally wine-dark in Homeric times or not is not 
the point; Homer gave it to us, and whether we choose to see it is entirely up to us. 
 From my own research within the confines of this project, I have been able to 
discover the beauty of the Odyssey in translation and the talent of two particular Greek 
translators. Their treatment of red, black, white, and blue have forced me to ask questions 
and form opinions I was not even remotely prepared for. My conclusions are certainly not 
staunch in nature: there is much room for improvement and challenge. Red described 
wine, that much we know. Black could also have been dark, which made for a tricky 
translation. White becomes even more difficult because it could be three different things. 
Blue, technically, did not even exist in terminology. The most exciting part of this project 
for me was to find the links between the ancient and modern languages—to see how 
ancient Greece still functions within modern Greece today: culturally, visually, and 
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linguistically. I find the translations of both Eftaliotis and Maronitis to be particularly 












5.92: νέκταρ έρυθρόν 
5.165: οένον έρυθρέν  
9.163: οένος έρυθρός 
9. 206: οένον έρυθρόν  
12.19: οένον έρυθρόν  
12.327: οένον έρυθρόν 
13.69: οένον έρυθρόν  
16.444: οένον έρυθρόν  
 




1. 5.93: K: κοκκινωπό νεχτάρι, lit. “reddish nectar,” M: νέκταρ κόκκινο 
2. 5.166: K: κόκκινο κρασί, lit. “red wine” M: κόκκινο κρασί 
3. 9.163: το κρασί το µαύρο, lit. “the black/dark wine” M: κόκκινο κρασί 
4. 9.206/7: K: Καέ γιέ νέ πιοένε τέ γλυκέ µαέρο κρασέ, ένα µένο ποτέρι σέ εέκοσι έφτανε 
µέτρα νερέ νέ  
χέση, lit. “the sweet black wine” M: κόκκινο κρασί 
5. 12.19: K: τέ κρασέ τέ µαέρο, lit. “the black/dark wine” M: κόκκινο κρασί σαν φλόγα, red wine like a 
flame 
6. 12.327: τέ κρασέ τέ µαέρο, lit. “the black/dark? wine” M: το κρασί το µαύρο 
7. 13.69: τέ κρασέ τέ κέκκινο, lit. “the red wine” M: το κρασί το µαύρο 
8. 16.444: K: κρασέ στέ χεέλη πορφυρένιο, lit. ‘wine on purple lips? M: στα χείλη µου έφερε να πιω το 
κόκκινο κρασί, “brought my lips to drink red wine” 
 
Some Instances of “Red” in Translation, Not in Original 
 
1.  
Katharevousa, 9.125: Τέ πλοέα κοκκινέπλωρα οέ Κέκλωπες δέν έχουν καέ µαραγκοές νέ 
φτιένουνε  
καλέστρωτα καρέβια 
Ancient Greek, 9.125: οέ γέρ Κυκλέπεσσι νέες πέρα µιλτοπέρέοι, οέδέ ένδρες νηέν ένι τέκτονες 
English, 9.125: For the Cyclopes have at hand no ships with vermilion cheeks 
 
2. 
Katharevousa, 9.379: έτι έρχιζε τέ λιέξυλο νέ καέη, χλωρέ κι έν έταν, καέ σπιθοβέλαε κέκκινο, 
έπ’ τέ φωτιέ τέ σέρνω. 
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Ancient Greek, 9.379: έψεσθαι, χλωρές περ έέν, διεφαένετο δέ αένές, καέ τέτέ έγέν έσσον 
φέρον έκ πυρές, έµφέ δέ έταέροι έσταντέ 
English, 9.379  But when presently that stake of olive-wood was about to catch fire, green though it was, 
and began to glow terribly, [380] then verily I drew nigh, bringing the stake from the fire, and my comrades 








1.423: µένον δέ έπέ έσπερον έλθεέν. τοέσι δέ τερποµένοισι µέλας έπέ έσπερος έλθε: δέ τότε 
κακκείοντες έβαν οέκόνδε 
2. 2.283: οέδέ δίκαιοι: οέδέ τι έσασιν θάνατον καέ κέρα µέλαιναν, ές δή σφι σχεδόν έστιν, έπέ 
έµατι πάντας 
3. 2.430: κέλευθον. δησάµενοι δέ έρα έπλα θοέν ένέ νέα µέλαιναν στήσαντο κρητέρας έπιστεφέας 
οένοιο, λεέβον δέ έθανάτοισι 
4. 3.61: πρήξαντα νέεσθαι, οένεκα δεέρέ έκόµεσθα θοέ σέν νηέ µελαίνέ. ές έρέ έπειτέ έρέτο 
καέ αέτέ πάντα: blacken, make black 
5. 3.242: φράσσαντέ έθάνατοι θάνατον καέ κέρα µέλαιναν 
6. 3.360: έγέ δέ έπέ νέα µέλαιναν εέµέ 
7. 3.365: κοίλέ παρέ νηέ µελαίνέ νέν: έτέρ έέθεν µετέ Καύκωνας µεγαθύµους εέµέ 
8. 3.424: µεγαθύµου νέα µέλαιναν πάντας έέν έτάρους έγέτω, λιπέτω δέ δύέ οέους: 
9. 3.455: έκ µέλαν αέµα έύη  
10. 4.180: ... τε τερποµένω τε, πρίν γέ έτε δέ θανάτοιο µέλαν νέφος έµφεκάλυψεν. έλλέ τέ µέν που 
µέλλεν έγάσσεσθαι 
11. 4.359... έθεν τέ έπέ νέας έίσας ές πόντον βάλλουσιν, έφυσσάµενοι µέλαν έδωρ. ένθα µέ 
έείκοσιν έµατέ έχον θεοί, οέδέ 
12. 4.402: έξ έλές εέσι γέρων έλιος νηµερτές πνοιέ έπο Ζεφύροιο µελαίνέ φρικέ καλυφθείς, έκ 
δέ έλθέν κοιµέται έπέ σπέσσι, “dark ripple” 
13. 4.346: νέα µέλαιναν, έε έκών οέ δέκας, έπεέ προσπτύξατο µύθέ. 
14. 4.731: σάφα θυµέ, έππότέ έκεένος έβη κοίλην έπέ νέα µέλαιναν. εέ γέρ έγέ πυθόµην ταύτην 
έδέν έρµαίνοντα, 
15. 4.781: έν δέ έστόν τέ έτίθεντο καέ έστία νηέ µελαίνέ, έρτύναντο δέ έρετµέ τροποές έν 
δερµατίνοισιν, 
16. 5.265: καέ λούσασα. έν δέ οέ έσκέν έθηκε θεέ µέλανος οένοιο τέν έτερον, έτερον δέ έδατος 
µέγαν, έν 
17. 5.353: αέτέ δέ έψ ές πόντον έδύσετο κυµαίνοντα αέθυίέ έικυέα: µέλαν δέ έ κέµα κάλυψεν. 
αέτέρ έ µερµήριξε πολύτλας 
18. 5.487: φύλλων. ές δέ έτε τις δαλέν σποδιέ ένέκρυψε µελαίνέ έγροέ έπέ έσχατιές, έ µέ 
πάρα γείτονες έλλοι, 
19. 6.91: ταέ δέ έπέ έπήνης εέµατα χερσέν έλοντο καέ έσφόρεον µέλαν έδωρ, στεέβον δέ έν 
βόθροισι θοές έριδα προφέρουσαι 
20. 6.268: έυτοέσιν λάεσσι κατωρυχέεσσέ έραρυέα. ένθα δέ νηέν έπλα µελαινάων έλέγουσι, 
πείσµατα καέ σπεέρα, καέ έποξύνουσιν έρετµά. 
21. 7.253: έλέν νεές έµφιελίσσης έννέµαρ φερόµην: δεκάτέ δέ µε νυκτέ µελαίνέ νέσον ές 
έγυγίην πέλασαν θεοί, ένθα Καλυψέ 
22. 8.34: έδυρόµενος δηρέν µένει εένεκα ποµπές. έλλέ έγε νέα µέλαιναν έρύσσοµεν εές έλα δέαν 
πρωτόπλοον, κούρω δέ δύω 
23. 8.51: νέα κατήλυθον έδέ θάλασσαν, νέα µέν οέ γε µέλαιναν έλές βένθοσδε έρυσσαν, 
24. 8.52: έν δέ έστόν τέ έτίθεντο καέ έστία νηέ µελαίνέ, έρτύναντο δέ έρετµέ τροποές έν 
δερµατίνοισι, 
25. 8.445: έππότέ έν αέτε εέδέσθα γλυκέν έπνον έέν έν νηέ µελαίνέ. αέτέρ έπεέ τό γέ 
έκουσε πολύτλας δέος 
26. 9.196: κρίνας έτάρων δυοκαίδεκέ έρίστους βέν: έτέρ αέγεον έσκέν έχον µέλανος οένοιο 
έδέος, έν µοι έδωκε Μάρων, Εέάνθεος υέός, 
27. 9.323: µέν έµµες έίσκοµεν εέσορόωντες έσσον θέ έστέν νηές έεικοσόροιο µελαίνης, φορτίδος 
εέρείης, έ τέ έκπεράέ µέγα λαέτµα: ... Κύκλωπα προσηύδων έγχι παραστάς, κισσύβιον µετέ χερσέν 
έχων µέλανος οένοιο: Κύκλωψ, τέ, πίε οένον, έπεέ φάγες 
28. 10.95: έµφέ γαλήνη: αέτέρ έγέν οέος σχέθον έξω νέα µέλαιναν, αέτοέ έπέ έσχατιέ, πέτρης 
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έκ πείσµατα δήσας: 
29. 10.169: δεινοέο πελώρου, βέν δέ καταλοφάδεια φέρων έπέ νέα µέλαιναν έγχει έρειδόµενος, 
έπεέ οέ πως έεν έπέ έµου 
30. 10.244: έδουσιν. Εέρύλοχος δέ αέψέ έλθε θοέν έπέ νέα µέλαιναν έγγελίην έτάρων έρέων 
καέ έδευκέα πότµον. οέδέ 
31. 10.273: τέδέ ένέ χώρέ έσθων καέ πίνων κοίλέ παρέ νηέ µελαίνέ: αέτέρ έγέν εέµι, 
κρατερέ δέ µοι έπλετέ ένάγκη 
32. 10.304: έρύσας, καί µοι φύσιν αέτοέ έδειξε. έίζέ µέν µέλαν έσκε, γάλακτι δέ εέκελον ένθος: 
µέλυ δέ µιν... 
33. 10.332: χρυσόρραπις έργεϊφόντης, έκ Τροίης ένιόντα θοέ σέν νηέ µελαίνέ. έλλέ έγε δέ κολεέ 
µέν έορ θέο, νέι 
34. 10.502: εές έϊδος δέ οέ πώ τις έφίκετο νηέ µελαίνέ. 
35. 10.527: χέοντες, τόφρα δέ έρέ οέχοµένη Κίρκη παρέ νηέ µελαίνέ έρνειέν 
36. 10.570: χέοντες, τόφρα δέ έρέ οέχοµένη Κίρκη παρέ νηέ µελαίνέ έρνειέν κατέδησεν 
37. 10.571: έιν θέλύν τε µέλαιναν, έεέα παρεξελθοέσα: τίς έν θεέν οέκ έθέλοντα 
38. 11.3: δέαν, έν δέ έστέν τιθέµεσθα καέ έστία νηέ µελαίνέ, έν δέ τέ µέλα λαβόντες 
έβήσαµεν, έν δέ 
39. 11.58: έερόεντα; έφθης πεζές έέν έ έγέ σέν νηέ µελαίνέ. ές έφάµην, έ δέ µέ οέµώξας 
έµείβετο 
40. 11.365: τέ έµεν καέ έπίκλοπον, οέά τε πολλοές βόσκει γαέα µέλαινα πολυσπερέας ένθρώπους, 
ψεύδεά τέ έρτύνοντας έθεν κέ τις 
41. 11.587: τοσσάχέ έδωρ έπολέσκετέ έναβροχέν, έµφέ δέ ποσσέ γαέα µέλαινα φάνεσκε, 
καταζήνασκε δέ δαίµων. δένδρεα δέ έψιπέτηλα κατέ 
42. 12.92: κεφαλή, έν δέ τρίστοιχοι έδόντες πυκνοέ καέ θαµέες, πλεέοι µέλανος θανάτοιο. µέσση µέν 
τε κατέ σπείους κοίλοιο δέδυκεν 
43. 12.104: φύλλοισι τεθηλώς: τέ δέ έπέ δέα Χάρυβδις έναρροιβδεέ µέλαν έδωρ. τρές µέν γάρ τέ 
ένίησιν έπέ έµατι 
44. 12.186: έκούσές. οέ γάρ πώ τις τέδε παρήλασε νηέ µελαίνέ, πρίν γέ έµέων µελίγηρυν έπέ 
στοµάτων έπέ έκοέσαι 
45. 12.264: δέ τότέ έγέν έτι πόντέ έέν έν νηέ µελαίνέ µυκηθµοέ τέ έκουσα βοέν 
αέλιζοµενάων οέέν τε 
46. 12.276: έµµιν έφασκεν. έλλέ παρέξ τέν νέσον έλαύνετε νέα µέλαιναν. 
47. 12.291: έλλέ έ τοι νέν µέν πειθώµεθα νυκτέ µελαίνέ δόρπον θέ έπλισόµεσθα θοέ παρέ νηέ 
µένοντες, 
48. 12.418: νηές έταέροι. οέ δέ κορώνέσιν έκελοι περέ νέα µέλαιναν κύµασιν έµφορέοντο, θεές 
δέ έποαίνυτο νόστον. αέτέρ 
49. 13.409: έπί τε κρήνέ έρεθούσέ, έσθουσαι βάλανον µενοεικέα καέ µέλαν έδωρ πίνουσαι, τά θέ 
έεσσι τρέφει τεθαλυέαν έλοιφήν. 
50. 13.425: κεέται. έ µέν µιν λοχόωσι νέοι σέν νηέ µελαίνέ, έέµενοι κτεέναι, πρέν πατρίδα γαέαν 
έκέσθαι: 
51. 14.12: διαµπερές ένθα καέ ένθα, πυκνοές καέ θαµέας, τέ µέλαν δρυές έµφικεάσσας: έντοσθεν 
δέ αέλές συφεοές δυοκαίδεκα ποίει 
52. 14.97: οέ τινι τόσσηέένδρέν έρώων, οέτέ έπείροιο µελαίνηςέοέτέ αέτές έθάκης 
53. 14.303: πέσον δέ έκ νηές έπαντες.έοέ δέ κορώνέσιν έκελοι περέ νέα µέλαινανέκύµασιν 
έµφορέοντο 
54. 14.314: έννέµαρ φερόµην, δεκάτέ δέ µε νυκτέ µελαίνέ γαίέ Θεσπρωτέν πέλασεν µέγα κέµα 
κυλίνδον. 
55. 14.327: δέ µε νυκτέ µελαίνέ 
56. 15.219: έτάροισιν έποτρύνων έκέλευσεν: έγκοσµεέτε τέ τεύχεέ, έταέροι, νηέ µελαίνέ, αέτοί 
τέ έµβαίνωµεν, ένα πρήσσωµεν έδοέο. 
57. 15.259: τέν δέ έκίχανεν σπένδοντέ εέχόµενόν τε θοέ παρέ νηέ µελαίνέ, καί µιν φωνήσας έπεα 
πτερόεντα προσηύδα: 
58. 15.269: τοένεκα νέν έτάρους τε λαβέν καέ νέα µέλαιναν έλθον πευσόµενος πατρές δέν 
οέχοµένοιο. τέν 
59. 15.275: δέ κρατέουσιν έχαιέν. τέν έπαλευάµενος θάνατον καέ κέρα µέλαιναν φεύγω, έπεί νύ µοι 
αέσα κατέ ένθρώπους έλάλησθαι. 
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60. 15.354: ∆ιέ δέ εέχεται αέεέ θυµέν έπέ µελέων φθίσθαι οές έν µεγάροισιν:  
61. 15.416: ναυσίκλυτοι έλυθον ένδρες, τρέκται, µυρίέ έγοντες έθύρµατα νηέ µελαίνέ. έσκε δέ 
πατρές έµοέο γυνέ Φοίνισσέ ένέ οέκέ 
62. 15.503: µύθων: έµεές µέν νέν έστυδέ έλαύνετε νέα µέλαιναν,  
63. 16.325: λιµένος πολυβενθέος έντές έκοντο, νέα µέν οέ γε µέλαιναν έπέ έπείροιο έρυσσαν, 
τεύχεα δέ σφέ έπένεικαν έπέρθυµοι 
64. 16.348: φάµεν δέ οέ οέ τελέεσθαι. έλλέ έγε νέα µέλαιναν έρύσσοµεν έ τις έρίστη, ές δέ 
έρέτας έλιέας 
65. 16.359: ένστάντες έβαν έπέ θένα θαλάσσης, αέψα δέ νέα µέλαιναν έπέ έπείροιο έρυσσαν, 
τεύχεα δέ σφέ έπένεικαν έπέρθυµοι 
66. 17.249: έλοφώϊα εέδώς, τόν ποτέ έγέν έπέ νηές έϋσσέλµοιο µελαίνης έξω τέλέ έθάκης, ένα 
µοι βίοτον πολέν έλφοι. 
67. 17.326: µνηστέρας έγαυούς. έργον δέ αέ κατέ µοέρέ έλαβεν µέλανος θανάτοιο, αέτίκέ 
έδόντέ έδυσέα έεικοστέ ένιαυτέ. 
68. 17.500: µέν πάντες, έπεέ κακέ µηχανόωνται: έντίνοος δέ µάλιστα µελαίνέ κηρέ έοικε. ξεένός 
τις δύστηνος έλητεύει κατέ δέµα 
69. 18.84: τε γένηται, πέµψω σέ έπειρόνδε, βαλέν έν νηέ µελαίνέ, εές έχετον βασιλέα, βροτέν 
δηλήµονα πάντων, 
70. 18.306: µένον δέ έπέ έσπερον έλθεέν. τοέσι δέ τερποµένοισι µέλας έπέ έσπερος έλθεν. 
αέτίκα λαµπτέρας τρεές έστασαν έν 
71. 19.111: πολλοέσι καέ έφθίµοισιν ένάσσων εέδικίας ένέχέσι, φέρέσι δέ γαέα µέλαινα πυροές 
καέ κριθάς, βρίθέσι δέ δένδρεα καρπέ, 
72. 21.39: έδωκε. τέ δέ οέ ποτε δέος έδυσσεές έρχόµενος πόλεµόνδε µελαινάων έπέ νηέν 
έρεέτέ, έλλέ αέτοέ µνέµα ξείνοιο φίλοιο 
73. 21.109: έργεος οέτε Μυκήνης: οέτέ αέτές έθάκης οέτέ έπείροιο µελαίνης: καέ δέ αέτοέ 
τόδε γέ έστε: τί µε 
74. 21.307: έπητύος έντιβολήσεις έµετέρέ ένέ δήµέ, έφαρ δέ σε νηέ µελαίνέ εές έχετον 
βασιλέα, βροτέν δηλήµονα πάντων, πέµψοµεν 
75. 22.330: εέη, οέ τεύξειν θάνατόν τε κακέν καέ κέρα µέλαιναν; τέν δέ έδυσεές κατέ λαιµέν 
έπισχόµενος βάλεν έέ 
76. 22.363: Τερπιάδης δέ έτέ έοιδές έλύσκανε κέρα µέλαιναν, Φήµιος, ές έέ έειδε µετέ 
µνηστέρσιν ένάγκέ. ... θρόνον, έµφέ δέ δέρµα έστο βοές νεόδαρτον, έλύσκων κέρα µέλαιναν. 
αέψα δέ έπέ θρόνου έρτο, θοές δέ έπέδυνε 
77. 22.382: δόµον, εέ τις έτέ ένδρέν ζωές έποκλοπέοιτο, έλύσκων κέρα µέλαιναν. τοές δέ έδεν 
µάλα πάντας έν αέµατι καέ 
78. 23.320: καέ έϋκνήµιδας έταίρους πάντας: έδυσσεές δέ οέος έπέκφυγε νηέ µελαίνέ: καέ 
Κίρκης κατέλεξε δόλον πολυµηχανίην τε, 
79. 24.127: γάµον οέτέ έτελεύτα, έµέν φραζοµένη θάνατον καέ κέρα µέλαιναν, έλλέ δόλον τόνδέ 
έλλον ένέ φρεσέ µερµήριξε: 
80. 24.189: έδυσσέος θείοιο, έκ Πύλου έµαθόεντος έέν σέν νηέ µελαίνέ: τέ δέ µνηστέρσιν 
θάνατον κακέν έρτύναντε έκοντο... έσασι φίλοι κατέ δώµαθέ έκάστου, οέ κέ έπονίψαντες µέλανα 
βρότον έξ έτειλέων κατθέµενοι γοάοιεν: έ γέρ γέρας 
81. 24.315: ές φάτο, τέν δέ έχεος νεφέλη έκάλυψε µέλαινα: έµφοτέρέσι δέ χερσέν έλέν κόνιν 
αέθαλόεσσαν χεύατο 
 
Katharevousa and Modern Greek (where translated from µέλας in the ancient text) 
 
 
1 1.421: K: Καέ καθές γλέντιζαν, τ’ έχνέ κατέβηκε τέ βρέδυ, M: το βράδυ σκοτεινό και µαύρο 
2. 2.283: Κ δέν ξέρουν πές έ θένατος κι έ µαέρη τους έ µοέρα Μ: το µαύρο ριζικό 
3. 2.430: Καέ τ’ έρµενα σέ δέσανε στέ µελανέ σκαφέ του, Μ: στο µελανό, γοργό καράβι 
4. 3.62: substitute bad for dark M: µαύρο καράβι 
5 3.243*: γοργό, lit. “quick”  M: µαύρο το ριζικό του 
6. 3.360: Εγώ στο µαύρο πλοίο, “I, in the black ship,” Μ: το µελανό καράβι 
7. 3.365: στο µαύρο πλοίο, lit. “in the black ship” Μ: στο µελανό πλεούµενο 
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8. 3.424: ----, should say “black ship”, leaves out “black” M: το µελανό καράβι 
9. 3.455: K: µε το αίµα σαν του βγήκε, lit. “with the blood like of ____?” Μ: µαύθρο το αίµα 
10. 4.180: παρέ τέ µαέρο σέννεφο τοέ Χέρου σέν έρχέταν., lit. “black clouds” Μ: µαύρο το νέφος 
11. 4.359: σκοέρο νερέ σέν πέρουν, lit. “dark water like__?” First translation with σκοέρο instead of 
µέλας. Dict: dark, “I met with obstacles” Μ: τραβούν νερό από σκοτεινές πηγές, “draw water from obscure 
sources”  
12. 4.402: Tέ µαέρο σαγανέκι, lit. ?, “the black fried cheese” frying pan relation? Should mean “ripple”. 
M: “στο µαύρο του νερού ανατρίχιασµα κρυµµένος” the black water shuddered 
13. 4.346: τέ καρέβι σου, lit. “your ship,” instead of “your black/dark ship” 
14. 4.731: καέ µελανέ καράβι, lit. “dark ship.” First translation with µελανέ, Dict: µελάν|η s.f., ~I s.n. 
ink. ~ ιά s.f. inkstain; bruise. ~ιάζω v.t. & i. bruise; get bruised; turn blue (with cold). ~ός a. black, 
bruised. M: καράβι µελανό 
15. 4.780: τέ πλοέo, lit. “the ship”, leaves out black—where lines overlap length-wise, do they cut the 
descriptor for space? Is there a meter? Μ: στο µελανό καράβι 
16. 5.265: µαέρο κρασέ, lit. “dark wine” Μ: µαύρο κρασί γιοµάτο 
17. 5.353: τέ νερέ, lit. “the waters”, leaves out black Μ: το µαύρο κύµα… strange, should describe water, 
later says το κύµα καταλύσει τη σχεδία θα πέσω στο νερό, when the wave catalyzes the raft will fall into 
the water” later, proximity of wave and dark replaces “dark water”? 
18. 5.487: µαύρη στάχτη, lit. “the black ashes” M: στη µαύρη στάχτη 
19. 6.91: στέ νερέ τέ σκοέρα, “the inky water” M: τα βαφτίζουν στο νερό, βαθύ σαν µαύρο. “The 
baptized”? deep like blackness?* 
20. 6.268: τέν καραβιένε, “of the ships”, leaves out black M: τα µελανά µας σκάφη 
21. 7.253: µαέρη νέχτα, “black night” M: µια νύχτα µαύρη 
22. 8.34: καρέβικαλέ καέ πρωτοτέξιδο, lit. “ship good and ‘on it’s first trip’”, should be “black/dark 
ship” M:µαύρο καράβι 
23. 8.51 τέ γοργέ καρέβι, M: το µαύρο πλοίο 
24: 8.52: second “black/dark” ignored M: στο µαύρο πλοίο 
25. 8.445: στέ πλοέο τέ µαυρέπλευρο, “the black-sided ship” M: µε το µαύρο τους καράβι 
26. 9.196: καλέ κρασέ γεµέτο, lit. “good, strong wine” M: µαύρο κρασί γλυκό 
27. 9.323: καραβιοέ, lit. “ships”, ignores “black/dark” M: σε καράβι µαύρο 
28. 10.95: τέ µαέρο πλοέο µου, lit. “my black ship” M: το µαύρο µου καράβι 
29. 10.168:* στέ καρέβι, lit. “in the ship”, “black/dark” ignored M: στο µαύρο µας καράβι, και µετα, της 
µοίρας µας η µαύρη µέρα 
30. 10.244: στέ µελανέ καρέβι, lit. “inky ship” M: στο µαύρο γρήγορο καράβι 
31. 10.273: στέ κοέφιο µαυροκέραβο, “in the hollow black-ship”, first usage M: στο καράβι, µελανό και 
κοίλο 
32. 10.304: έ ρέζα του κατέµαυρη, “the pitch-black root”, first usage M: στη ρίζα του ήταν µελανό 
33. 10.332: µέ τέ γοργέ καρέβι, “with the swift ship”, ignored “black/dark” M: σέένα καράβι µαύρο 
34. 10.504: τοέ µαέρου καραβιοέ σου, lit. “of your black ship” M: µε µελανό καράβι 
35. 10.527: µαέρη προβατένα, “black ewe” M: προβατίνα µαύρη 
36. 10.570: στέ µαυροκέραβο, lit. “black-ship” M: στο µαύρο πλοίο 
37. 10.571: έλέµαυρη, lit. “all-black” M: πρόβατο µαύρο  
38. 11.3: γοργέ καρέβι, lit. “swift ship” NOTE: line six contains µαυρέπλωρο, lit. “black-bowed [ship]”. 
Translator note to pull color down into later line? M: στο µαύρο µας καράβι 
39. 11.58: µέ καρέβι, lit. “with the ship”, ignores “black/dark” M: µε το µαύρο µου καράβι 
40. 11.365: έ γές έ µαέρη, lit. “the black/dark earth” M: τη µαύρη γη 
41. 11.587: Κ: µαέρη γές, lit. “of the black/dark earth”, Μ: µαύρο βύθο, lit. “black bottom [of a river]” 
42. 12.92: θένατο γεµέτα, lit. “full of death” or “full death” M: τον µαύρο θάνατο 
43. 12.104: τέ µελανέ τέ κέµα, lit. “the inky wave” M: το µαύρο κύµα 
44. 12.186: µέ µελανέ καρέβι, lit. “with inky ship” M: στο µελανό καράβι του 
45. 12.264: τέ καρέβι, lit. “the ship”, ignores “black/dark” M: στο µελανό καράβι 
46. 12.276: τέ µελανέ καρέβι, lit. “the black ship” M: το µελανό καράβι 
47. 12.291: τές µαέρης νέχτας, lit. “of the black night” M: της µαύρης νύχτας 
48. 12.418: µαυροκέραβο, lit. “black-ship” M: στο µάυρο µας πλεούµενο 
49. 13.409: phrase left out in entirety M: µαύρο νερό 
50. 13.425: µαέρο πλοέο, lit. “black ship” M: µε καράβι µελανό 
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51. 14.12: K: ignored, M: το µαύρο της βαλανιδιάς, lit. “the black oak” 
52. 14.97: K: στέ µαυροστεριέ µηδέ στέ Θιέκι µέσα, lit. Μ. σκούρα, lit. “dark” 
53. 14.303: K: µαύρο απάνω, lit. “M: στο µαύρο µας πλεούµενο 
54. 14.314: K: τη νύχτα µεγέλο, lit. “the long night” M: στη µαύρη νύχτα 
55. 14.327: K: πάντα το σωστό, lit. “all the truth,” ignored the “black/dark” M:  
56. 15.218: στο µαύρο πλοίο, lit. “in the black/dark ship” M: στο µελανό καράβι 
57. 15.259: στο µαύρο πλοίο, lit. “in the black/dark ship” στο µελανό και γρήγορο καράβι 
58. 15.269: µε καράβι, ignored the “black/dark” M: µε το µελανό καράβι 
59. 15.275: Μιάς κι απ’ εκείνους µπόρεσα το χάρο να γλυτώσω, ignored “black/dark” M: τη µαύρη µοίρα 
µου 
60. 15.354: not actually a color term! 
61. 15.416: στο καράβι, ignored “black/dark” M: µε το µαύρο τους καράβι 
62. 15.503: το µαύρο µας καράβι, lit. “our black ship” M: το µελανό καράβι 
63. 16.325: το µελανό καράβι, lit. “the inky black ship” M: το µελανό καράβι 
64.  16.348: το καράβι, ignored “black/dark” M: καράβι µελανό 
65. 16.359: το µελανό καράβι, lit. “the inky black ship” M: το µελανό καράβι 
66. 17.249: µε µελανό καράβι, lit. “with a inky black ship” M: µέένα καράβι µαύρο 
67. 17.325: θάνατος µαύρος, lit. “dark death” M: η µαύρη µοίρα του θανάτου 
68. 17.500: το µαύρο χάρο µοιάζει, lit. “looks like black death” M: µου µοιάζει σαν τον µαύρο χάρο 
69. 18.84: µε µελανό καράβι, lit. “with an inky black ship” M: µέένα καράβι µαύρο 
70. 18.306: το βράδυ, lit. “the night”, ignored “black/dark” M: το µαύρο βράδυ 
71. 19.111: Η γης, lit. “the earth”, ignores “black/dark” M: γη, ignores mayro 
72. 21.39: Στον πόλεµο σαν έβγαινε µε πλοίο ο Οδυσσέας, ignores “black/dark” M: µε µελανά καράβια 
73. 21.109: στη µελανή στεριά, lit. “in the dark land” M: σκουρόχρωµη στεριά, first occurence 
74. 21.307: µε µελανό καράβι, lit. “with an inky black ship”  M: µε µελάνο καράβι 
75. 22.329: µαύρο χάρο, lit. “black fate” 
76. 22.364: τον µαύρο χαλασµό του 
77. 22.386: του θανάτου, ignores “black” 
78. 23.322: µόνος ο Οδυσσέας γλίτωσε στο µελανό καράβι του, lit. “only Odysseus – in his black ship” 
79. 24.135: το µαύρο τέλος µας, lit. “our black end.” 
80. 24.152: στο µελανό καράβι του, lit, “in his black ship” 
81. 24.155: από το µαύρο λύθρο, 
 







1. 1.161: έλλότριον βίοτον νήποινον έδουσιν, ένέρος, οέ δή που λεύκέ έστέα πύθεται έµβρέ κείµενέ 
έπέ έπείρου, έ εέν 
2. 2.426: έείραντες, κατέ δέ προτόνοισιν έδησαν, έλκον δέ έστία λευκέ έυστρέπτοισι βοεέσιν. 
έπρησεν δέ ένεµος µέσον έστίον, έµφέ 
3. 3.413: λίθοισιν, οέ οέ έσαν προπάροιθε θυράων έψηλάων, λευκοί, έποστίλβοντες έλείφατος: οές 
έπι µέν πρέν Νηλεές έζεσκεν, 
4. 4.41: κάπέσι, πέρ δέ έβαλον ζειάς, ένέ δέ κρέ λευκέν έµιξαν, έρµατα δέ έκλιναν πρές 
ένώπια παµφανόωντα, 
5. 4.604:* δέ κύπειρον πυροί τε ζειαί τε έδέ εέρυφυές κρέ λευκόν. έν δέ έθάκέ οέτέ έρ δρόµοι 
εέρέες οέτε 
6.  4.783: έν δερµατίνοισιν, πάντα κατέ µοέραν, ένά θέ έστία λευκέ πέτασσαν: τεύχεα δέ σφέ 
ένεικαν έπέρθυµοι θεράποντες. 
7. 5.70: δέ σταφυλέσι. κρέναι δέ έξείης πίσυρες έέον έδατι λευκέ, πλησίαι έλλήλων τετραµµέναι 
έλλυδις έλλη. έµφέ 
8. 6.45: δεύεται οέτε χιέν έπιπίλναται, έλλέ µάλέ αέθρη πέπταται ένέφελος, λευκέ δέ έπιδέδροµεν 
αέγλη: τέ ένι τέρπονται µάκαρες θεοέ 
9. 8.54: έν δερµατίνοισι, πάντα κατέ µοέραν, ένά θέ έστία λευκέ πέτασσαν. έψοέ δέ έν νοτίέ τήν 
γέ έρµισαν 
10. 9.77:* έυπλόκαµος τέλεσέ έώς, έστοές στησάµενοι ένά θέ έστία λεύκέ έρύσαντες έµεθα, τές 
δέ ένεµός τε κυβερνέταί τέ 
11. 9.246: έµβρυον έκεν έκάστέ. αέτίκα δέ έµισυ µέν θρέψας λευκοέο γάλακτος πλεκτοές έν 
ταλάροισιν έµησάµενος κατέθηκεν, έµισυ 
12. 10.94: κέµά γέ έν αέτέ, οέτε µέγέ οέτέ έλίγον, λευκέ δέ έν έµφέ γαλήνη: αέτέρ έγέν 
οέος σχέθον 
13. 10.505:* νηέ µελέσθω, έστέν δέ στήσας, ένά θέ έστία λευκέ πετάσσας έσθαι: τέν δέ κέ τοι 
πνοιέ Βορέαο 
14. 10.520:* οένέ, τέ τρίτον αέθέ έδατι: έπέ δέ έλφιτα λευκέ παλύνειν. πολλέ δέ γουνοέσθαι 
νεκύων έµενηνέ κάρηνα, 
15. 11.28: οένέ, τέ τρίτον αέθέ έδατι: έπέ δέ έλφιτα λευκέ πάλυνον. πολλέ δέ γουνούµην 
νεκύων έµενηνέ κάρηνα, 
16. 11.221: πυρές κρατερέν µένος αέθοµένοιο δαµνέ, έπεί κε πρέτα λίπέ λεύκέ έστέα θυµός, ψυχέ 
δέ έύτέ ένειρος έποπταµένη πεπότηται 
17. 12.358: δρεψάµενοι τέρενα δρυές έψικόµοιο: οέ γέρ έχον κρέ λευκέν έυσσέλµου έπέ νηός. 
αέτέρ έπεί έέ εέξαντο καέ 
18. 12.402: ένήκαµεν εέρέι πόντέ, έστέν στησάµενοι ένά θέ έστία λεύκέ έρύσαντες. έλλέ έτε 
δέ τέν νέσον έλείποµεν, 
19. 14.77: φέρων παρέθηκέ έδυσέϊ θέρµέ αέτοές έβελοέσιν: έ δέ έλφιτα λευκέ πάλυνεν: έν δέ 
έρα κισσυβίέ κίρνη µελιηδέα οένον 
20.  15.291: έείραντες, κατέ δέ προτόνοισιν έδησαν, έλκον δέ έστία λευκέ έϋστρέπτοισι βοεέσι. 
τοέσιν δέ έκµενον οέρον έει γλαυκέπις 
21. 18.196: καί µιν µακροτέρην καέ πάσσονα θέκεν έδέσθαι, λευκοτέρην δέ έρα µιν θέκε πριστοέ 
έλέφαντος. έ µέν 
22. 19.394: αέτίκα δέ έγνω οέλήν, τήν ποτέ µιν σές έλασε λευκέ έδόντι Παρνησόνδέ έλθόντα 
µετέ Αέτόλυκόν τε καέ υέας, 
23. 19.465: έρα σφίσιν εέ κατέλεξεν ές µιν θηρεύοντέ έλασεν σές λευκέ έδόντι, Παρνησόνδέ 
έλθόντα σέν υέάσιν Αέτολύκοιο. 
24. 21.219: ένέ θυµέ, οέλήν, τήν ποτέ µε σές έλασε λευκέ έδόντι Παρνησόνδέ έλθόντα σέν 
υέάσιν Αέτολύκοιο. 
25. 23.74: τι εέπω, οέλήν, τήν ποτέ µιν σές έλασε λευκέ έδόντι. τέν έπονίζουσα φρασάµην, έθελον 
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δέ σοέ αέτέ 
26. 23.240: εέσοροώσέ, δειρές δέ οέ πω πάµπαν έφίετο πήχεε λευκώ. καί νύ κέ έδυροµένοισι φάνη 
έοδοδάκτυλος έώς, 
27. 24.72: σε φλέξ ένυσεν έφαίστοιο, έέθεν δή τοι λέγοµεν λεύκέ έστέέ, έχιλλεέ, οένέ έν 
έκρήτέ καέ έλείφατι: δέκε 
28. 24.76: έργον δέ περικλυτοέ έφαίστοιο. έν τέ τοι κεέται λεύκέ έστέα, φαίδιµέ έχιλλεέ, µίγδα 
δέ Πατρόκλοιο Μενοιτιάδαο θανόντος 
28. 24.332: φράσαι έφθαλµοέσι, τέν έν Παρνησέ µέ έλασεν σές λευκέ έδόντι οέχόµενον: σέ δέ 
µε προΐεις καέ πότνια 
 
Note: from Instances 25-29, translation is only provided in Modern Greek by Dimitris Maronitis. 
 
Katharevousa and Modern Greek (as translated from λευκός in the original) 
 
 
1. 1.161: τ’ άσπρα κόκκαλα, lit. “the white bones”, M: τα λευκά του οστά 
2. 2.426: τ’ άσπρα παννιά, and, τα λευκά πανιά, lit. “the white sails” M: τα λευκά πανιά 
3. 3.413:τές θέρες, έσπρα, γυαλιστερέ, lit. “the _____ (doors or ‘escutcheon’, emblem/shield thing) 
white, glossy” Μ: στις πόρτες τις ψηλές, λευκές λαµποκοπέντας µε το λιπαρό τους στίλβωµα 
4. 4.41: µέ κέτασπρο κριθέρι, lit. “with very-white barley”, M: µέάσπρο κριθάρι 
5. 4.604:* καέ φουντωτέ κριθέρι, lit. “with tufted barley”, M: λευκό κριθάρι σέέκταση µεγάλη 
6.  4.783:τέ έλέασπρα πανιέ κατέπι, lit. “the all-white sails,” M: τα λευκά πανιά 
7. 5.70: τέσσερες έσπρο νερέκι, lit. “four little white waters” ignores white M: γάργαρο after “four 
streams” 
8. 6.45: καέ φές λευκέ, lit. “and white light” OR “white and light” a radiant whiteness, λάµψη λευκή την 
περιβάλλει, “white glow surrounds (it)” M: λάµψη λευκή την περιβάλλει 
9. 8.54:τέ έλέασπρα πανιέ “the very-white sail” M: τα λευκά πανιά 
10. 9.76:* λευκέ πανιέ, “white sails” M: λευκά πανιά 
11. 9.246: έσπρο γέλα, lit. “white milk” M: το µισό λευκό τους γάλα 
12. 10.94: παρέ γαλένη έπλένονταν έλέλευκη παντοέθε all about was a bright calm M: ολόγυρα 
βασίλευε  
λευκή γαλήνη, p. 143 
13. 10.504: τ’ έσπρα πανιέ, lit. “the white sails” M: µε σκούρεσ και µεγάλες λεύκες/ τα λευκά  
πανιά 
14. 10.519:* καέ µέ λευκέ πασπέλιζέ τα έλεέριlit. “with white a white sprinkle of flour/barley mix”* 
M:  λευκό κριθάλευρο 
15. 11.28: µέ λευκέ τέ πασπαλέζω έλεέρι, lit. “with white barley flour” M: λευκό κριθάλευρο 
16. 11.221: τ’ έσπρα κέκκαλα, lit. “the white bones” M:  τα λευκά του οστά 162 
17. 12.358: τέ έσπρουδερέ δέν εέχανε κριθέρι στέ καρέβι M:  λευκό κριθάρι 184 
18. 12.402: µ’ έσπρα πανιέ, lit. “with white sails” M: τα λευκά πανιά 185 
19. 14.77: µ’ έσπρο έλεέρι έπένω, lit. “with white barley”* M: το πασπαλίζει µε κριθάλευρο 202 
“sprinkle  
with barley” ignored 
20.  15.291: τ’ έσπρα πανιέ, lit. “the white sails” M: τα λευκά πανιά 
21. 18.196: κι έπ’ τέ κοφτέ τέ φέλντισέ πιέ λαµπερέ καέ πιέ έσπρη, lit. “and made her whiter than 
new-sawn ivory” M: τέλος, την έκανε να φαίνεται ψηλότερη και πιο στητή, λευκότερη από γυαλισµένο 
φίλντισι 265 
22. 19.394: µέ τ’ έσπρο δέντι, lit. “with white tusk/tooth” M: µε το λευκό του δόντι τού στιγµάτισε 282 
23. 19.465: έσπρέδοντο καπρέ, lit. “white-toothed boar” µε το λευκό του δόντι 
24. 21.219: έ έσπρέδοντος έ κέπρος, “the white-toothed boar” µε το λευκό του δόντι ο κάπρος 
25. 23.76: µε το άσπρο δόντι, lit. “with the white tooth” 
26. 23.242: τα λευκά της χέρια lit. “her white arms” 
27: 24:72:* λευκά τα οστά σου, lit. “your white bones”, lineation evens out after this line! 
28. 24.76: λευκά τα οστά σου, lit. “your white bones” 
29. 24.332: µε τέάσπρο δόντι, lit. “with the white tooth” 
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Note: from Instances 25-29, translation is only provided in Modern Greek by Dimitris Maronitis. 
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1. 7.87: ένθα, ές µυχέν έξ οέδοέ, περέ δέ θριγκές κυάνοιο: χρύσειαι δέ θύραι πυκινέν δόµον 
έντές έεργον: 
2. 12.75: εέρέν έκάνει έξείέ κορυφέ, νεφέλη δέ µιν έµφιβέβηκε κυανέη: τέ µέν οέ ποτέ έρωεέ, 
οέδέ ποτέ αέθρη 
3. 12.243: πέτρη δεινέν έβεβρύχει, έπένερθε δέ γαέα φάνεσκε ψάµµέ κυανέη: τοές δέ χλωρέν δέος 
έρει. έµεές µέν πρές 
4. 12.405: φαίνετο γαιάων, έλλέ οέρανές έδέ θάλασσα, δέ τότε κυανέην νεφέλην έστησε Κρονίων 
νηές έπερ γλαφυρές, έχλυσε δέ 
5. 14.303: φαίνετο γαιάων, έλλέ οέρανές έδέ θάλασσα, δέ τότε κυανέην νεφέλην έστησε Κρονίων 
νηές έπερ γλαφυρές, έχλυσε δέ 
6. 16.176: έψ δέ µελαγχροιές γένετο, γναθµοέ δέ τάνυσθεν, κυάνεαι δέ έγένοντο γενειάδες έµφέ 
γένειον. έ µέν έρέ 
Katharevousa and Modern Greek (where translated from Κυάνεος) 
 
1. 7.87: καέ ζωνέντανε µέ λαζουρέ στεφένι M: ολόγυρα από σµάλτο 
2. 12.75: µαέρη τέν ζένει συννεφιέ, lit. “”belt (of) dark clouds”, uses µαέρηin place of kυάνεος M: 
µαύρο σύννεφο 
3. 12.243: έ γές φαινέτανµαέρη έπ' τέν έµµο, “the earth appeared dark from the sand” M: έβλεπες 
ξαφνικά στον πάτο να µαυρίζει η άµµος. 
4. 12.405: σέννεφο µαέρο, lit. “dark clouds” Μ νεφέλη µαύρη π. 186 
5. 14.303: σέννεφο µαέρο, lit. “dark clouds” Μ µια µελανή ωεφέλη πάνω στο βαθουλό µας πλοίο 208 
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